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FORMAL SYNTHESIS IN POST-TONAL MUSIC 
CHRISTOPHER LAROSA 
ABSTRACT 
 Tonality during the common-practice era carried conventions that ultimately 
manifested formal schemas.  Post-tonal composers’ diverging treatment of form escapes 
the generality of such schemas, and the relative lack of formal methodology for post-
tonal music has left a considerable gap in the literature.  When writers do discuss form in 
post-tonal music, the discourse generally focuses on form within a single composition, a 
single composer’s output, or at best a narrow school of musical style or philosophy.  This 
thesis posits a concept that I call formal synthesis as a basic principle of form applicable 
to a broad range of musical styles, genres, and eras.  Formal synthesis is a process that 
combines two or more previous musical passages into one musical passage.  This 
organizational principle covers a broad spectrum of formal possibilities, varying by 
formal function, structural level, and method.  In chapter one, I summarize previous 
discussions of form in post-tonal music and define the categorizations of formal 
synthesis.  The following chapters refine the concept of formal synthesis through 
analyses of Steve Reich’s Drumming, Béla Bartók’s Piano Suite op. 14, and Thomas 
Adès’ Asyla.  These composers belong to three different generations and nationalities, 
and the pieces belong to distinct styles and genres.  
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CHAPTER ONE: POST-TONAL MUSIC AND FORM 
 
Introduction 
Theorists and analysts addressing a wide range of post-tonal music have 
historically focused on pitch organization, and to a lesser degree rhythmic and metric 
organization.  Approaches such as set theory, scale theory, and others provide versatile 
and nearly scientific tools for analyzing these parameters in music spanning a broad 
range of styles, genres, and time periods.  These methodologies and modes of analysis 
lend themselves well to quantifiable parameters such as pitch, rhythm, and meter, but not 
as well to other aspects of music such as form.  Composers’ diverging treatment of form 
and the relative lack of theoretical methodology make this aspect of post-tonal music a 
challenging topic to write about, which has left a considerable gap in the literature.  
When writers do discuss form in post-tonal music, the discourse generally focuses on 
form within a single composition, a single composer’s output, or at best a narrow school 
of musical style or philosophy.  This makes sense to a certain extent.  Tonality carried 
conventions that ultimately manifested in formal schemas such as binary, ternary, rondo, 
and sonata forms.  These formal schemas have allowed musicians, theorists, and analysts 
to more easily understand and explore a large literature by taking note of pieces’ generic 
norms and deviations.  While some early post-tonal composers, such as Bartók and 
Hindemith, applied the formal schemas of tonal music to their music, the diverse 
treatment of time and form in music since then escapes such generalizations and makes 
this kind of methodology limiting and often irrelevant.   
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Several writers have questioned the value of discussing form at all in post-tonal 
music.  Mario Baroni asks, “Is it really possible or even correct to look for macroforms in 
the post-tonal music of the avant-garde?”  He decides that the “tendency to cancel traces 
of form cannot cancel the fact that the perception of some sort of form (even just a 
Momentform) is one of the basic requirements of listening.”1 Moment forms consist of 
discontinuous music segmented into supposedly unrelated moments, and might present 
one of the more radical approaches to organizing music compared to the more traditional 
notion of form applied to tonal music.2 Therefore, moment forms serve as a good litmus 
test for the feasibility of discussing form in post-tonal music.  Jonathan Kramer adds that 
moment forms “verticalize time” and are “not beginning-middle-end forms.”  Even so, 
while he maintains that “global coherence cannot come from progression nor even, in 
most cases, from order of succession,” he traces proportional lengths of moments to 
generate explanations of formal coherence.   
 
Regarding closure, one aspect of form, Robert Clifford asks, “Should we expect 
in atonal music, then, with its radically different melodic and harmonic landscape, the 
same type of musical experience, the same solid confirmation of musical expectations?”  
He answers no, but that he “…would like to suggest that it is possible to retain the notion 
                                                
1 Mario Baroni, “The macroform in post-tonal music.  Listening and analysis,” Musicae 
Scientiae vol. 7, issue 2 (Fall 2003): 234, http://msx.sagepub.com.ezproxy.bu.edu/ 
content/7/2/219.full.pdf+html (accessed Feb. 12, 2015). 
2 Stockhausen first articulated the notion of moment form in his 1960 article 
“Momentform.”  Karlheinz Stockhausen, Texte zur elektronischen und instrumentalen 
Musik, 3 Bde. (Cologne, 1963-71), I: Aufsätze 1952-1962 zur Theorie des 
Komponierens, 189-210. 
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of closure in atonal music, provided we alter certain basic assumptions about which 
musical elements produce it.”3  Clifford identifies harmony, melody, and voice leading as 
the musical elements that produce closure in tonal music.  Although he focuses mainly on 
these elements, in addition to register, in his own analysis of Webern’s Fünf 
Orchesterstücke, op. 10 no. 4, he recommends that analysts consider “rhythm, density, 
register, dynamics, and so on in determining how composers tell us they are finished with 
a section or movement.”4  With theorists and analysts such as these questioning and then 
validating the pursuit of formal analysis in post-tonal music, further exploration appears 
appropriate.  Beyond changing notions of which musical parameters produce form and 
closure, we might also first carefully define our notion of form itself. 
 
Considering form as a set of principles, rather than as limiting containers 
represented by formal schemas, will aid in gaining a better understanding of form in a 
wider range of post-tonal music.  Experimental observation has shown that certain 
Gestalt laws of perceptual organization apply to musical perception.  Royer & Garner, as 
well as Handel, have shown that listeners observe articulations after a series of identical 
elements and after pauses, adapting the Gestalt laws of similarity and proximity for 
auditory cognition.5 Deliège formalizes the Gestalt law of similarity in relation to music 
                                                
3 Robert Clifford, “Atonal Closure: Process, Completion, and Balance,” Tempo vol. 59 
issue 234 (Oct. 2005): 29, http://www.jstor.org.ezproxy.bu.edu/stable/3878510?seq=1 
#page_scan_tab_contents (accessed Feb. 11, 2015). 
4 Ibid, 33. 
5 Fred Royer and Wendell Garner, “Perceptual Organization of Nine-Element Auditory 
Temporal Patterns,” Perception & Psychophysics vol. 7, issue 2 (March 1970): 115–120, 
http://link.springer.com/article/10.3758%2FBF03210146 (accessed April 16, 2015). 
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perception in terms of “analysis, segmentation, computational techniques, motivic 
structure in relation to musical style, memorization, categorization principles, and 
prototypicality.”6   
 
Composers of widely disparate styles and ideologies may employ comparable 
methods of formal organization to control the interaction of similar and dissimilar 
passages of music.  This thesis discusses one method of formal organization that 
combines separate, dissimilar passages.  I call this process “formal synthesis.”  The 
resulting synthesis passage maintains a degree of similarity to each of its dissimilar 
source passages.  I have found formal synthesis operating across styles and genres by 
composers of differing nationalities and generations.   
 
Definitions 
Formal synthesis is a process that combines prominent elements of two or more 
previous musical passages, called source passages, into one musical passage, called the 
synthesis passage.  Formal synthesis does not refer to a specific formal schema, but rather 
an organizational principle that covers a broad spectrum of formal possibilities.  These 
possibilities vary according to formal function, structural level, and method.  Diagram 1.1 
provides an outline to aid in the categorization of a particular instance of formal 
                                                                                                                                            
Stephen Handel, “Temporal Segmentation of Repeating Auditory Patterns,” Journal of 
Experimental Psychology, vol. 101 (November 1973): 46–54, 
http://dx.doi.org/10.1037/h0035441 (accessed April 16, 2015). 
6 Irène Deliège, “Similarity Perception !" Categorization !" Cue Abstraction,” 
Music Perception vol. 18 issue 3 (Spring 2001): 236–39, 
http://www.jstor.org/stable/10.1525/mp.2001.18.3.233 (accessed April 16, 2015). 
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synthesis.  Formal function, in my usage, refers to whether the musical passage serves to 
close the preceding music, a process I call closural synthesis, or else to develop previous 
music and imply a continuation, a process I call developmental synthesis.  Kristy Ann 
Bryden posits six principles of closural processes that efficiently summarize criteria for 
closural passages, stating: 
 
Closural processes are (1) temporal and may operate on both local and larger 
more global levels, (2) lines of increasing intensity followed by lines of 
decreasing intensity, (3) the creation and then either the fulfillment or 
postponement of expectations, (4) a summary of past events, (5) the highlighting 
of concluding moments, and (6) transitional techniques leading into or 
foreshadowing the following event.7 
 
These criteria help categorize the formal function of an instance of formal 
synthesis.  Both closural and developmental synthesis may occur at various structural 
levels of the music.  Low-level synthesis refers to a passage that draws sources from 
within one sub-area of a movement, such as a phrase.  Mid-level synthesis refers to a 
passage that draws sources from within one area of a movement.  High-level intra-
movement synthesis refers to a passage that draws sources from multiple areas of a single 
                                                
7 Kristy Ann Bryden, “Musical Conclusions: Exploring Closural Processes in Five Late 
Twentieth-Century Chamber Works” (PhD diss., University of Wisconsin-Madison, 
2001), i. 
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movement.  High-level inter-movement synthesis draws sources from a previous 
movement or movements.  
 
A composer may combine the source passages within a spectrum of methods on a 
range from superimposition to parametric integration.  Superimposition simultaneously 
presents previous passages in relatively unaltered states.  Parametric integration, on the 
other hand, combines some parameters from each of the previous source passages. These 
parameters may include pitch, melodic contour, harmony, voicing, register, rhythm, 
meter, tempo, timbre, texture, and dynamics.  The integration of any or all of these 
parameters between two or more source passages grants a composer nearly limitless 
possibilities for synthesis.  The resulting synthesis passage may transform the source 
materials heavily enough to obscure their origin.  Examples 1.1A–C each use the same 
two contrasting passages, Source Passage 1 and Source Passage 2, to demonstrate the 
spectrum defined by superimposition and parametric integration.  In Example 1.1A, I 
have superimposed the two unaltered source passages so that they coexist within one 
passage.  In Example 1.1B, I have combined parameters from the two source passages.  
The resulting passage maintains the pitch content and timbre of Source Passage 1 and the 
rhythmic content and contour of Source Passage 2.  This parametric integration gives rise 
to a new musical passage that contains elements of the two sources, but takes on an 
identity of its own.  In Example 1.1C, I have employed a method that lies between 
superimposition and parametric integration.  The accents in the passage emphasize 
Source Passage 1’s rising semitonal motion.  The synthesis passage maintains Source 
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Passage 2’s triplet rhythm and ascending ic4 and ic5 leaps.  The brevity of these 
examples serves to clarify the nature of superimposition and parametric integration.  
Formal synthesis may occur in such brief spans of music, or over much longer spans.  
While this thesis will refer to instances of formal synthesis by categorization into 
superimposition or parametric integration for simplicity’s sake, composers’ applications 
of formal synthesis often fall somewhere on a spectrum between these types, as 
exemplified by Example 1.1C. 
 
The term synthesis, especially with regard to form, will likely conjure 
connotations to Hegelian dialectic for some readers.  Indeed, the presentation of 
contrasting musical passages, which then come together simultaneously, does seem to 
follow the dialectic presentation model of thesis, antithesis, and synthesis.  However, my 
concept of formal synthesis is not equivalent to dialectic synthesis.  Formal synthesis may 
involve the interaction of more than two contrasting passages, and the passage resulting 
from formal synthesis may or may not constitute dialectic synthesis.  For present 
purposes, “synthesis” describes a family of formal organizational methods as defined 
above.  Very generally speaking, parametric integration constitutes a dialectic synthesis, 
in that the synthesis passage takes on a unique identity distinct from its parts.  The source 
passages in a superimposition passage generally remain perceptible and aurally separable, 
forming a non-dialectic synthesis. 
 
To demonstrate my claims, I will provide analyses of three pieces that utilize 
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formal synthesis: Steve Reich’s Drumming; Béla Bártok’s Piano Suite op. 14; and 
Thomas Adès’ Asyla.  These composers belong to three different generations and 
nationalities, and the pieces belong to distinct styles and genres.  The variety of these 
pieces exemplifies formal synthesis as a basic principle of formal organization applicable 
across the post-tonal literature.  I will show that each piece uses formal synthesis in a 
slightly different manner, helping to refine the term as a concept expressible in many 
different ways, as follows.  In Part 4 of Drumming, Reich combines the individual 
timbres, registers, and spatializations of the prior three movements to create a communal 
celebration.  The limited materials of this process music help to provide an instructive 
starting point through a simple example.  In his Suite, Bártok employs formal synthesis 
on at least two hierarchical levels.  Movement 2 utilizes high-level intra-movement 
developmental syntheses to generate variation, and ends with a parametric integration 
that provides closure. Movement 3 exhibits a high-level intra-movement parametric 
integration of its proportionally contracting sections, resulting in a swirling formal 
acceleration.  The fourth movement employs inter-movement parametric integration, 
layering altered versions of music heard in all of the previous movements.  The 
movement’s slow tempo aids the perception of the formal synthesis, which profoundly 
recollects the prior music.  Adès utilizes formal synthesis hierarchically within Asyla.  
The lyrical theme of the first movement exhibits low- and mid-level developmental and 
closural syntheses. The end of the first movement superimposes a quasi-romantic lyrical 
theme with a big-band infused syncopated theme, creating a polystylistic texture in the 
truest sense and closing the movement with a high-level intra-movement synthesis.  The 
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final movement superimposes music from the previous three movements, forming a high-
level inter-movement synthesis.  The formal function of this superimposition passage 
contains ambiguity, implying a continuation on the movement level, but recapitulating on 
a global level. 
 
I do not claim that formal synthesis is an emergent property of post-tonal music; 
its basic principles are articulated within earlier music.  Fugal practices, such as multiple 
subject fugues, exhibit superimposition through the combination of subjects into one 
contrapuntal texture.  Stretto passages superimpose a subject with itself.  Nineteenth 
century codas often involve the interaction of previous musical materials, providing 
resolution outside of the generic tonal resolution.  The practice of formal synthesis in 
post-tonal music thus seems to draw from tried principles of form in Western music.  In 
my three examples, I have found formal synthesis operating in continuous dramatic post-
tonal music.  While I do not rule out its existence in discontinuous or non-teleological 
music, I also do not argue for its operability in all types of music.   
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CHAPTER TWO: STEVE REICH’S DRUMMING 
 
Written between the fall of 1970 and 1971, Steve Reich’s Drumming marks a 
pivotal point in the composer’s oeuvre.  Reich identifies Drumming as “the final 
expansion and refinement of the phasing process, as well as the first use of… new 
techniques.”8  Lasting between 55 and 75 minutes, the piece has a longer duration than 
any of Reich’s other compositions.  Drumming divides into four parts without pause.  
While the music contains continual rhythmic and melodic development, Reich never 
ventures too far away from the piece’s basic rhythmic pattern, shown in Example 2.1.  
Reich utilizes the F♯ diatonic collection for most of the piece, changing briefly to the C♯ 
diatonic collection within the third part, and then reverting to the original collection for 
the remainder of the piece.  Drumming’s variety instead comes from a gradual change in 
timbre, register, and spatialization over the course of its four parts.  Four players on eight 
tuned bongo drums perform Part One from center stage, nine players on three marimbas 
from stage right and two women’s voices perform Part Two, and four players on three 
glockenspiel from stage left with two whistlers and piccolo perform Part Three.  The 
different timbres, registers, and spatialization give the first three parts unique identities 
despite their rhythmic, melodic, harmonic, and textural similarity.  All of the instruments 
and voices combine in Part Four, creating a formal synthesis categorized here as a high-
level inter-movement closural superimposition. 
 
                                                
8 Steve Reich, Writings on Music 1965–2000, ed. Paul Hillier (New York: Oxford 
University Press, 2002), 64. 
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The following analysis first explores Reich’s use of phase shifting compared to 
his earlier phase pieces.  This discussion will show that Reich’s treatment of phase 
shifting in Drumming acts mainly as a generative device, and while the process still 
creates formal markers, his looser treatment of the technique does not create the same 
kind of teleology present in his earlier pieces.  The analysis then turns toward techniques 
new to Reich’s music, and how they complicate and contribute to Drumming’s form.  
One of these techniques, the simultaneous combination of instruments of different timbre, 
creates a formal synthesis within Part Four that achieves large-scale closure.  The 
measure numbers in the following discussion for Drumming refer to those from the 2011 
Boosey and Hawkes edition, not the Multiples edition from 1972.  The Multiples edition 
allows performers greater flexibility in their treatment of repeats and resulting patterns.  
However, Reich found that the independence the Multiples edition offered performers led 
to “an increasing number of unfortunate performances,” and he prepared the more 
conventionally notated 2011 score that loosely dictates the number of repeats and strictly 
dictates the resulting patterns.9  While outside the scope of this chapter, further scrutiny 
of Reich’s choice and order of resulting patterns might reveal a strategic control of what 
                                                
9 Philip Duker provides an informative account of the oral tradition and editions of 
Drumming.  Philip Duker, “Resulting Patterns, Palimpsests, and “Pointing Out” the Role 
of the Listener in Reich’s Drumming,” Perspectives of New Music vol. 51, no. 2 (Summer 
2013) http://www.jstor.org/stable/10.7757/persnewmusi.51.2.0141 (accessed Feb. 3, 
2015), 164–165. 
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Horlacher calls “multiple meter” into metrical patterns of “metrical emergence” and 
“metrical dissolution.”10 
Phase Shifting in Drumming 
 Before Drumming, Reich’s music relied heavily on phase shifting as both a 
generative and formal process.  Reich’s phase shifting requires at least two voices 
repeating the same subject.  The voices begin in unison, and one voice gradually 
accelerates until the beginning of the subject sounds at a small, predetermined temporal 
interval before the steady voice’s subject beginning.  The two voices continue at the same 
tempo, putting the subject into a close canon.  Gopinath provides a helpful comparison 
for phase shifting, describing the process as “gears that slip and then catch in new 
locations.”11  The repetition of the phase shifting process puts the repeating subject into 
canon with itself at incrementally increasing distances.  The two voices reach a maximum 
canonic distance when the accelerating voice’s subject begins at the mid-point of the 
steady voice’s subject.  As the phase shifting continues, the accelerating voice’s subject 
beginning approaches the steady voice’s subject beginning, until the two subjects sound 
in unison once again.  Piano Phase exemplifies this process.  The entire piece lasts 32 
notated measures.  The second voice gradually phases to a maximum canonic distance in 
m. 8.  The two voices sound in unison by m. 14.  A similar process occurs during mm. 
17–25 and mm. 28–32.  The increase and decrease of the canonic distance through the 
                                                
10 Gretchen Horlacher, “Multiple Meters and Metrical Processes in the Music of Steve 
Reich,” Intégral vol. 14/15 (2000/2001) http://www.jstor.org/stable/40214088 (accessed 
Feb. 5, 2015). 
11 Sumanth Gopinath, “The Problem of the Political in Steve Reich’s Come Out,” in 
Sound Commitments: Avant-Garde Music and the Sixties, ed. Robert Adlington.  (New 
York: Oxford University Press, 2009), 130. 
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gradual acceleration of one voice constitutes a teleological process.  When the two voices 
return to unison, the process achieves completion and creates musical closure.   
 
 Drumming, on the other hand, utilizes phase shifting mainly as a generative 
process.  As the basic rhythmic pattern sounds in canon in two or more voices, other 
voices point out resulting patterns created by the polyphony.  Examples 2.2A–D 
demonstrate this process, which occurs in all four parts of the piece.  The variety of 
canonic distances produced through phase shifting and number of canonic voices 
provides more variety for the resulting patterns.  In Part One, a drummer points out the 
resulting patterns from the other drummers’ polyphony.  In Part Two, the two women’s 
voices point out the resulting patterns from the marimba polyphony.  In Part Three, the 
whistlers and piccolo point out the resulting patterns from the glockenspiel.  In Part Four, 
the women’s voices and piccolo point out the resulting patterns of the drums, marimbas, 
and glockenspiel.    
 
While the textural variety produced by phase shifting creates formal markers, 
Reich’s looser treatment of phase shifting does not create a teleological process like that 
which occurs in strict phase shifting pieces like Piano Phase.  Table 2.1 summarizes the 
canonic textures created through phase shifting in Part 1 of Drumming.  The first phase 
shift occurs in mm. 19–20, where Drummer 2 shifts one quarter note ahead of Drummer 
1.  I will label this texture T0,10, with the subscript 0 referring to Drummer 1’s basic 
pattern beginning on the notated downbeat and the subscript 10 referring to Drummer 2’s 
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basic pattern beginning on the notated eleventh eighth note.12  The process continues in 
mm. 71–72, where Drummer 2 shifts another quarter note ahead of Drummer 1 to T0,8.  
Drummer 3 joins Drummer 1 in unison in m. 100, and phases in mm. 102–103 to one 
quarter note ahead of Drummer 1 and one quarter note behind Drummer 2, creating the 
texture T0,8,10.  In m. 125, Drummer 4 joins the other three canonic voices at a quarter 
note before Drummer 2, creating the texture T0,6,8,10.  Drummers 2–4 abruptly phrase shift 
to a unison with Drummer 1 in mm. 126–127.  The textural simplification from complex 
polyphony to monophony creates a formal signal.  John Roeder might argue that the 
music modulates back to its original “beat-class mode” and “beat-class tonic” in m. 127, 
comparing this moment to the return to a tonal piece’s home key.13  Nonetheless, the 
phase shifting process does not occur as gradually as the earlier phase pieces.  Therefore, 
the phase shifting does not create the gradual teleological process characteristic of the 
strict phase pieces.   
 
New Techniques for Reich’s Music 
Other techniques complicate and contribute to form within Drumming.  Reich 
identifies the new techniques for him first used in this piece as: 
 
                                                
12 Richard Cohn developed this notation in his article that also defined beat-class sets and 
explained Reich’s phase-shifting music as a goal-oriented process toward the completion 
of the beat-class aggregate.  Richard Cohn, “Transpositional Combination of Beat-Class 
Sets in Steve Reich’s Phase-Shifting Music,” Perspectives of New Music vol. 30, no. 2 
(Summer 1992) http://www.jstor.org/stable/3090631 (accessed Feb. 2, 2015). 
13 John Roeder, “Beat-Class Modulation in Steve Reich’s Music,” Music Theory 
Spectrum vol. 25, no. 2 (Fall 2003), http://www.jstor.org/stable/10.1525/ 
mts.2003.25.2.275 (accessed Feb. 2, 2015), 288–90. 
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 (1) the process of gradually substituting beats for rests (or rests for beats); (2) the 
gradual changing of timbre while rhythm and pitch remain constant; (3) the 
simultaneous combination of instruments of different timbre; and (4) the use of 
the human voice to become part of the musical ensemble by imitating the exact 
sound of the instruments.14  
 
Reich’s new techniques in Drumming have generative and formal ramifications, 
and are somewhat responsible for closural processes.  Reich’s fourth new technique 
refers to resulting patterns, already noted within the previous discussion of his looser 
treatment of phase shifting as a mainly generative process. The first technique he 
identifies, otherwise known as block addition, first occurs at the beginning of 
Drumming.15  Reich gradually builds up the basic rhythmic pattern from one tone in m. 1 
to all eight tones in m. 16.  After the aforementioned abrupt phase shift to a unison for the 
four drummers in m. 127, Reich employs block addition’s reversal process in mm. 130–
139, block subtraction.  The gradual substituting of rests for beats decreases the basic 
rhythm pattern’s intensity, and confirms a sectional closure that the abrupt phase shift to 
a unison formally marked.  Reich does not employ a complete block subtraction, with the 
basic rhythmic pattern reducing to only to three attacked notes.  Block addition then 
reconstructs the basic rhythmic pattern in mm. 144–154, reversing the closing process 
and implying a continuation.  Phase shifts in mm. 156–165 lead to a T0,4,8 canonic texture, 
                                                
14 Reich, 64. 
15 Dan Warburton, “A Working Terminology for Minimal Music,” Intégral vol. 2 (1988), 
http://www.jstor.org/stable/40213909 (accessed Apr. 20, 2015), 148. 
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which symmetrically divides the beat cycle into three parts.  This canonic distance 
continues through the end of Drumming’s part one.  Cohn observes the symmetric 
division of the beat cycle’s significance in Reich’s music, noting “the structural motion of 
Phase Patterns ends when its eight-beat cycle is bisected, while the structural motion of 
Violin Phase ends when its twelve-beat cycle is trisected.”  The trisection of the basic 
rhythmic pattern in Drumming does not occur within Part Two or Part Three.  During the 
closural synthesis in Part Four, all of the instrument groups achieve trisection of their 
respective basic patterns, shown in Example 2.2D. 
 
 Reich’s second new technique of gradual timbral change also necessitates an 
upward registral shift due to the instruments he chooses.  Example 2.3 shows a registral 
reduction of the entire piece.  The marimbas can sound the same pitches as the drums, so 
no registral shift occurs during Part One.  A drastic registral expansion and then upward 
shift occurs over the course of Part Two, so that the marimbas and glockenspiel can meet 
at the same pitches.  A similar registral expansion and upward shift occurs over the 
course of Part Three.  While the glockenspiel’s ascent to the upper extreme register 
completes a teleological process begun by the marimba’s registral ascent, the process’s 
mono-directionality seems somewhat at odds with Reich’s other techniques, and does not 
necessarily define closure.  Reich’s phase shifting increases and then decreases 
polyphonic activity.  The reversal processes of block addition/subtraction increases and 
decreases rhythmic activity.  Both processes ultimately lead to a relaxation to the music’s 
original state.  Reversal of the timbral process, which would bring the music from the 
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glockenspiel back through the marimbas and to the drums, might provide a comparable 
closure to those created by Reich’s other techniques.  However, such a laborious process 
would require a large amount of time and would likely spoil the piece’s entire structure.  
Instead, Reich utilizes another technique new to his music to create large-scale closure, 
the simultaneous combination of all of the piece’s instruments and voices.   
 
Inter-Movement Closural Synthesis in Part 4 
The concurrent sounding of drums, marimbas, and glockenspiel, joined by the two 
voices and piccolo pointing out resulting patterns, recapitulates the first three parts at 
once.  Thus, the superimposition of the first three parts’ timbre, register, and 
spatialization constitutes a high-level inter-movement closural synthesis.  The synthesis 
passage also provides closure in at least two other ways.  The end of Part Three contains 
a harmonic ambiguity that Part Four clarifies.  In Part Three’s m. 468, Reich moves from 
the F♯ diatonic collection to the C♯ diatonic collection.  From m. 503 to the end of Part 
Three in m. 524, Reich avoids both B♯ and B♮, making both the F♯ and C♯ diatonic 
collections possible.  Part Three ends with the single pitch F♯7.  Part Four begins in m. 
526 with an F♯ major triad, with a unique chord member in each timbre.  In m. 528, the 
drums sound pitch class B♮, clarifying the return to F♯ diatonic, the piece’s primary pitch 
collection.   
 
As previously mentioned, Part One ends with the drums performing a T0,4,8 canon 
that trisects the basic rhythmic pattern.  Neither the marimbas nor the glockenspiel 
  
18 
achieve this symmetric division of the beat cycle in Part Two and Part Three.  During the 
formal synthesis in Part Four, however, all instrument groups achieve a trisection of their 
basic patterns.  The marimbas achieve trisection first in m. 584, followed by the drums in 
m. 586 and the glockenspiel in m. 588.  The three instrument groups each maintain their 
T0,4,8 canons for the remainder of the piece, while the voices and piccolo sound resulting 
patterns.  Notably, the resulting patterns represent each of the nine instruments’ parts 
equally, shown in Example 2.2D.  The soprano sings a resulting pattern created by the 
marimbas, drawing pitches equally from all three marimbas in the pattern: M3—M1—
M2—M3—M2—M1.  The alto sings a resulting pattern created by the drums, drawing 
pitches equally from all three drummers in the pattern: D3—D2—D1—D3—D2—D1.  
The piccolo plays a resulting pattern created by the glockenspiel, drawing pitches equally 
from all three glockenspiel in the pattern: G2—G3—G1—G2—G3—G1.  The T0,4,8 
canons in all three instrument groups and the resulting patterns’ equal representation of 
those three instrument groups form an exceptionally equal formal synthesis of all three 
source passages. 
 
Reich’s introduction of new techniques in Drumming complicates the nature of 
form and closure in comparison to his previous works.  No longer could he rely primarily 
on phase shifting to provide his music with a circular closure.  Instead, block addition and 
subtraction comprise reversal processes that shape form through increases and decreases 
of rhythmic activity.  The introduction of gradual timbral changes in Drumming couples 
with a registral ascent.  The mono-directionality of both timbre and register as well as the 
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sheer length of Parts One, Two and Three of Drumming require an additional closural 
device.  Reich utilizes formal synthesis in Part Four to achieve this closure.  By 
superimposing all of the instruments in Part Four, he recapitulates the timbre and 
registers of the three previous parts.  This instance of formal synthesis categorizes as a 
high-level inter-movement closural superimposition.  The specific locations indicated for 
each instrument group make Part Four the only section in which performers produce 
sound from left, right, and center stage.  The synthesis passage creates a dramatic spatial 
effect that surrounds the listener in a communal celebration of sound.  The interaction of 
the prior three parts within Part Four helps all of the instrument groups to achieve 
symmetric trisection of the basic rhythmic pattern, as well as a return to the piece’s 
primary pitch collection.   
 
This discussion has focused on formal synthesis occurring at the most global 
structural level as a closural device.  However, the following chapters will further 
develop the principle as both a developmental and closural device operable on several 
structural levels.  The following analysis of Bartók’s Piano Suite op. 14 examines 
closural synthesis at the high inter-movement and intra-movement levels, and the 
culminating analysis of Thomas Adès’ Asyla traces formal synthesis as a generative and 
formal process through all structural levels. 
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CHAPTER THREE: BÉLA BARTÓK’S PIANO SUITE OP. 14 
 
Béla Bartók’s Piano Suite op. 14 marks a decisive change in the composer’s 
compositional style during a tumultuous time in world history. Composed in 1916, the 
Suite was published by Universal Edition in 1918, and Bartók premiered the work in 
Budapest in 1919.  While published as a four-movement set, the work originally 
contained five movements, including a second movement Andante that had been copied 
in fair score, but was removed by Bartók before publication.  The discarded Andante 
accounts for one of only eight known examples of omitted movements in Bartók’s entire 
oeuvre.16  During a New York radio broadcast on 2 July 1944, Bartók described the Suite 
as:  
“the changing of piano technique into a more transparent style—a style more of 
bone and muscle opposed to the heavy chordal style of the late romantic period, 
that is, unessential ornaments like broken chords and other figures are omitted, 
and it is a more simple style.”17 
 
Bartók’s desire to depart from the romantic piano idiom coincided with the middle of 
World War I.  His departure might reflect a rejection of romantic ideals due to the war’s 
desolation.  While certain musical characteristics and aspects of form in the piece make a 
nod toward to the past, Bartók’s reimagining of those elements advances a new musical 
                                                
16 László Somfai, Béla Bartók: Composition, Concepts, and Autograph Sources 
(Berkeley and Los Angeles, CA: University of California Press, 1996), 84. 
17 Benjamin Suchoff, Béla Bartók: Life and Work (Lanham, MD: Scarecrow Press, 2001), 
83. 
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style.  A rich network of connections inextricably links the movements into a cohesive 
whole, creating a cyclical design. 
 
I will provide a brief analytic survey of the piece, first describing global issues 
such as prominent collections, privileged set classes, and broad aspects of form.  A 
summary of Movement 1’s content establishes set theory and Richard Cohn’s 
transpositional combination model as the primary methodologies for the entire analysis, 
and facilitates the later discussion of inter-movement formal synthesis within Movement 
4.18 An analysis of Movement 2 reveals Bartók’s use of developmental syntheses to 
create variation, and high-level intra-movement synthesis to create closure.  A longer 
discussion of Movement 3, which also exhibits high-level intra-movement closural 
integration, will springboard into a detailed analysis of Bartók’s masterful intra-
movement closural integration within the solemn Movement 4.  These instances of 
formal synthesis contribute to the piece’s cyclical design. 
 
Global Issues 
Each of the first three movements identifies with a distinct collection class.  
Movement 1 associates with the diatonic collection, the Movement 2 Scherzo with the 
                                                
18 Richard Cohn theorized transpositional combination and applied the concept 
analytically to Bartók’s Sonata for Two Pianos and Percussion and the Third and Fourth 
Quartets in an article published in 1988.  Cohn posited the theory as an alternative 
methodology for the analysis of Bartók’s music to the inversional symmetry model 
developed by George Perle and expanded upon by Leo Treitler, Wallace Berry, Jonathan 
Bernard, Errol Haun, and Elliott Antokoletz.  Richard Cohn, “Inversional Symmetry and 
Transpositional Combination in Bartók,” Music Theory Spectrum vol. 10 (Spring 1988) 
http://www.jstor.org/stable/745790 (accessed April 20, 2015). 
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enneatonic collection, and Movement 3 with the octatonic collection.  As is also true of 
other parameters such as motives, set classes, and pitch centers, Movement 4 presents a 
synthesis of all three collections.  The whole-tone collection serves as a common thread 
through all movements. 
 
Certain privileged set classes occur within multiple movements.  These set classes 
exist within the intersection of two or more of the abovementioned collections, shown in 
a subset/superset network in Diagram 3.1.  In particular, the symmetrical set class (0347) 
provides the strongest link between the collections, belonging to both the octatonic and 
the enneatonic collections.  While this complete set class does not belong to the diatonic 
set, its subset (037) does with large multiplicity.  The diatonic set contains six instances 
of (037): three minor and three major triads.  The set class (0347) consists of the union of 
a major and minor triad that share a root and fifth.  Examples 3.1A–E show a few of the 
many instances of (0347) in each movement. 
 
While this thesis discourages the use of conventional formal schema as a formal 
methodology in post-tonal music, this particular piece does present similarities to tonal 
forms.  Movements 1 and 4 display ternary-like forms, and Movements 2 and 3 rondo-
like forms.  Notably, the discarded Andante sacrifices a symmetrical motion of pitch 
centers through pitch-class space and time.  With all five movements present, the piece 
would have followed the pitch center scheme: 1—B♭; 2—F♯; 3—B♭; 4—D; 5—B♭.  
These pitch classes also symmetrically divide the octave, forming the significant set class 
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(048).  This set class, equivalent to the augmented triad, materializes frequently in the 
music’s surface, particularly in the Movement 2 Scherzo as well as the discarded 
Andante. 
Collections and Set Classes in Movement 1 
Movement 1’s use of diatonic melodies and triads establishes the diatonic 
collection (013568t) as its associated collection.  The movement also introduces the 
whole-tone collection as a collection common to all of the movements, and previews 
subsets of Movement 2’s enneatonic collection and Movement 3’s octatonic collection.  
While Bartók divulged that the Suite contains no folk melodies, the dance-like Movement 
1 has a decidedly Romanian flair.  László Somfai identifies the main theme’s Romanian 
Ardeleanda rhythm schema.19  Additionally, the movement utilizes typical folk music 
devices Bartók drew on for his material, such as modal melodies, off-beat chordal 
accompaniment, and regular phrase lengths.  Beyond materials from Movement 1 acting 
as Source Passages for later inter-movement syntheses, the end of the first movement 
contains a high-level closural synthesis that combines elements of the A section with the 
B section. 
 
The A section, mm. 1–36, presents two polymodal parallel periods, each sixteen 
measures long.  The off-beat accompaniment interacts with the right hand’s melody to 
create tertian chords.  These accompanimental chords generally belong to a different 
diatonic collection than the one currently in the melody.  For example, the B♭ major 
                                                
19 Somfai, 83. 
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triads in mm. 5, 7, 9, and 11 support the melody’s D4, but do not belong to the melody’s 
one-sharp diatonic collection.  Similarly, the E major triads in mm. 6, 8, and 10 support 
the melody’s E4, but also do not belong to the one-sharp diatonic collection.  The B♭ 
major – E major alternation in this antecedent phrase sets up a relationship between pitch 
classes B♭ and E, which participate in a formal synthesis in Movement 2, and later 
interact through formal synthesis in Movement 4.  The discourse will return to the B♭–E 
relationship later in this analysis.  The B♭ and E oscillation also gives rise to the 
importance of ic6 within the movement and the whole piece. 
 
 The B section divides into two parts: mm. 37–51, in which the left hand 
accompanies the right hand’s melody, and mm. 52–77, where the hands reverse roles.  
The left hand’s harmonic rhythm doubles in the beginning of the B section from one 
chord per measure to two.  The right hand’s melody consists of long tones preceded by 
anacruses.   In the second half of B, the right hand assumes the left hand’s broken-chord 
texture but substitutes ic6 dyads.  The left hand picks up the right hand’s long tones, but 
the anacruses come more frequently until they become a continuous stream of sixteenth 
notes in mm. 58–60.  Whereas the right hand’s long tones ascend by step in mm. 37–48, 
the persistence of B3 in mm. 52–61 and E4 in mm. 63–71 in the left hand generates a 
kind of urgency.  The left hand line finally achieves an ascent in mm. 71–76, from E4 to 
A4 in mm. 71–72, and to B4 in mm. 74–76.   
 
The left hand melodies in mm. 52–57 and mm. 63–67 present the whole tone 
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subset (0268), melodically depicted as the transpositional combination 2*6.  The right 
hand presents this same set class in mm. 58–61 and 68–71, but depicted instead as the 
transpositional combination 6*2.  Here, Bartók utilizes the commutative property of pitch 
class multiplication to reinterpret the same set class as a product of different 
transpositional combinations.  He continues employing this generative technique 
throughout the piece, shown later in the analysis of Movements 2 and 3.  In this case, the 
two different transpositional combinations of (0268) introduce the importance of the 
whole-tone collection to the piece, a collection already hinted at through the A section’s 
lydian melody.  This part of the B section participates as a source passage for the closural 
synthesis that occurs at the end of Movement 1.  In mm. 108–111, both hands ascend 
three octaves through the WT0 collection.  The scalar ascent draws from the B section’s 
introduction of whole tone subsets, and the A section’s rhythmic profile and stepwise 
melodic motion.  The scale also durationally and metrically emphasizes pitch classes B♭ 
and E, already noted as important in the A section’s first antecedent phrase.  The 
presence of materials from both the A and B section constitute a high-level intra-
movement formal synthesis. 
 
The left hand’s 2*6 transpositional combination in mm. 52–57 and mm. 63–67 
contracts to 2*1 in mm. 58–61 and 68–71, and contracts once more to 1*1 in mm. 72–75.  
Similarly, the right hand’s transpositional combination contracts from 6*2 in mm. 58–62 
to 6*1 in mm. 63–67.  This last transpositional combination forms the set class (0167), 
one of the most important set classes in the entire piece. This tetrachordal set class 
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manifests melodically in Movement 3’s A section within an octatonic context, and 
reappears within Movement 4’s inter-movement closural synthesis.  A subset of this 
tetrachord, (016), acts as a link between the octatonic and diatonic collections, shown in 
Diagram 3.1.  (016) appears in Movement 1’s B section melodically in mm. 49–51 and 
melodic-harmonically in the right hand in m. 76.  Both of these appearances hold musical 
significance for their placement within the first movement’s form.  The repeated (016) in 
mm. 49–51 closes the first half of the B section, and passes the right hand’s melody into 
the left hand.  Bartók dramatically emphasizes this moment with the indication rit. in m. 
49 and molto rit. in m. 51.  The two different melodic manifestations of (016) in these 
measures utilize pitch class sets F♯-G-C and B-C-F♯.  Both of these trichords belong to 
the G diatonic collection, the same collection used in the A section’s first antecedent 
phrase in mm. 5–12.  The (016) in m. 76 occurs at the end of the B section, marking the 
right hand accompaniment’s largest leap and registral peak.  Bartók’s placement of these 
instances of (016) make this set class memorable, allowing them to act as a source for 
later instances of (0167). 
 
Symmetrical Set Classes and Intra-Movement Synthesis in Movement 2 
 Movement 2 resembles a seven-part rondo, with formal divisions shown in Table 
3.1.  Bartók utilizes a number of symmetrical set classes in this movement, tending to 
present these set classes as clear transpositional combinations.  Many of these sets form 
subsets of the enneatonic collection (01245689t), a set class that appears as the total 
content of mm. 1–3.  Just as Movement 1’s diatonic collection class recurs as a 
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participant of formal synthesis in Movement 4, so do subsets of Movement 2’s 
enneatonic collection class.  Thus, Bartók’s use of the collection and several of its 
symmetrical subsets within Movement 2 warrants attention.  This movement also 
contains several intra-movement developmental parametric integrations, summarized in 
Table 3.1. 
 
Bartók first presents the enneatonic collection in mm. 1–3 as a series of three 
descending arpeggiations of distinct augmented triads.  The presentation displays the 
set’s potential as a transpositional combination, represented by (048)*5*5, or 4*4*5*5.  
The factoring of the enneatonic collection to a generating ic4 dyad calls attention to the 
saturation of ic4 in this movement melodically and harmonically.   
 
After an extended series of downward and upward arpeggiations, a new texture 
begins in m. 33, characterized by repeating ic1 dyads in the right hand and a homophonic 
duet in the left hand.  The dissimilarity of texture and interval content of the right hand 
characterizes a new section, in which Bartók utilizes subsets of the enneatonic collection.  
The left hand’s dyads consist exclusively of ic4, the generating interval for the 
transpositional combination of the enneatonic set class.  The duet segments into groups of 
(0347) and (0145), shown in Example 3.1B.  Both set classes possess inversional 
symmetry and are the result of the transpositional combinations 4*3 and 4*1 respectively.  
The 4*3 transpositional combination returns within synthesis passages in both 
Movements 3 and 4, discussed later.  Meanwhile, in mm. 33–40, the right hand plays two 
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ic1 dyads an ic5 apart.  Just as Bartók presented the enneatonic set class’s potential for 
transpositional combination explicitly, he does the same here with set class (0156), 
represented as 1*5.  The tranpositional level of T5 within the combination is not trivial 
within this movement.  Bartók transposes (048) by a two-step T5 presentation of the 
enneatonic collection in mm. 1–3, 5–7, 9–11, and 13–15.  Bartók also transposes the 
enneatonic collection in the upper staff of mm. 1–8 by T5 to generate the enneatonic 
collection in mm. 9–11.  He also transposes mm. 33–40 by T7, the transpositional 
complement of T5, to generate mm. 41–48.   
 
The A' section, mm. 57–72, integrates aspects of the A and B sections 
developmentally to create a variation of the movement’s first section.  The presence of 
materials from two different sections of the movement constitutes a high-level intra-
movement formal synthesis.  This passage maintains the A section’s monophonic 
arpeggiated texture, but the B section influences the intervals, which no longer consist of 
transposed augmented triads.  Instead, Bartók arpeggiates octaves, related by T11 in mm. 
57–60 and T1 in mm. 61–64.  The ic1 between each octave recalls the B section’s right 
hand ic1 accompaniment.  Bartók changes the octave arpeggiations to ic6 dyads in mm. 
65–67.  The ic6 recalls the outer interval formed by the B section’s (0156), easily 
perceptible in the right hand in mm. 34–35, 36–37, 40–41, 42–43, and 44–45.  Notably, 
the adjacent arpeggiated ic6 dyads in mm. 65–66 and mm. 66–67 form (0167), a set class 
already noted in Movement 1 and which recurs significantly in Movements 3 and 4.  Mm. 
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69–71 arpeggiate mostly ic1 dyads, drawing on the B section’s right hand 
accompaniment in a different way. 
 
 At m. 73, the left hand begins to utilize WT0 over a pedal C octave.  The dramatic 
shift in texture and material constitutes a new formal section, C.  Meanwhile, the right 
hand plays a melody in mm. 73–80 that makes use of the set class (0237), a diatonic 
subset.  Ignoring the grace note, the right hand plays the set class (013).  This set class 
acts as a link between the diatonic, octatonic, and enneatonic collections, as shown in 
Diagram 3.1.  Beginning in m. 81, Bartók clearly exploits one aspect of the whole-tone 
collection’s potential for transpositional combination, alternating between two 
arpeggiated augmented triads related by T2.  The transpositional combination can be 
represented as (048)*2, or completely factored, 4*4*2.  The arpeggiation of the 
augmented triad first appeared in the A section.  Bartók’s combination of the A section 
arpeggiation with the C section’s pedal C constitutes a high-level inter-movement 
parametric integration.   
 
 Another formal synthesis occurs during the transition between the A'' and B' 
sections in m. 147.  This passage integrates aspects of the B, C, and A' sections, again 
forming a high-level inter-movement formal synthesis.  Bartók returns to the B section’s 
1*5 transpositional combination in the right hand.  The octave C in the left hand in mm. 
147–153 recalls the C section’s pedal point.  The arpeggiation in the left hand recalls the 
C section’s arpeggiated left hand contour, but substitutes ic6 dyads for the source 
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passage’s augmented triads.  The ic6 dyad originally sounded in the B section as the outer 
interval of the right hand’s (0156), and recurred as arpeggiated dyads in the A' section in 
mm. 65–67. 
 
An exceptional passage occurs at the end of the B' section in mm. 175–179, which 
integrates aspects of the B section and of Movement 1.  All of the pitches in this passage 
belong to the one-sharp diatonic collection, the same collection as Movement 1’s first 
antecedent melody in mm. 5–12.  The diatonic collection prepares the rondo’s final A''' 
section.  Despite the shift to a new collection class for the movement at m. 175, Bartók 
maintains a connection to Movement 2 through his voicings.  The left hand plays parallel 
descending sixths, an interval familiar from the B section’s homophonic duet, and the 
right hand plays ascending parallel seconds, an interval characteristic to the duet’s right 
hand accompaniment.  This passage thus constitutes an inter-movement parametric 
integration, combining an important collection from Movement 1 with Movement 2’s B 
section texture. 
 
The final A''' section, mm. 180–226, integrates aspects of the A, B, and C sections 
to create a high-level intra-movement closural synthesis.  The section primarily consists 
of the A section’s arpeggiation through a wide register, but contains a tranquillo insertion 
of the C section’s whole-tone melody over a pedal point in mm. 194–206.  The 
arpeggiation in mm. 180–182 and 184–185 consist of ic1 dyads, the interval that recalls 
the B section’s right hand accompaniment.  A sforzando in m. 187 dramatically 
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emphasizes a broken ic6 dyad, the outer interval of the B section’s (0156), which 
recurred as arpeggiated dyads in the A' section in mm. 65–67 and the B' section in mm. 
147–162.  The ic6 dyad in m. 187 consists of B♭ and E, two pitch classes which Bartók 
juxtaposed in various ways in Movement 1, and which return in a formal synthesis in 
Movement 4.  Notably, Bartók not only repeats the sforzando B♭ and E broken dyad in 
m. 189, but he transfers the pitch classes into the left hand’s arpeggiation in the C section 
insertion in mm. 191–206.  The A section texture returns in m. 207, arpeggiating through 
augmented triads in mm. 207–216. The two augmented triads complete the hexatonic 
collection, a subset of the enneatonic collection.  The full pitch content in the 
movement’s final arpeggiation in mm. 218–223 comprise set class (012), also a subset of 
the enneatonic collection.  The saturation of ic1 in this trichord recalls the ic1 saturation 
of the B section’s right hand accompaniment.  This ending trichord, A-B♭-C♭, exhibits 
inversional symmetry about pitch class B♭, the pitch center of Movement 1, and the pitch 
class that terminates Movement 2’s first A section arpeggiation in m. 4.  Bartók provides 
a sense of closure to the movement by descending to the piano’s extreme lower register, 
completing the movement on the entire piece’s lowest note, B♭0, in m. 223.  A similar 
closural synthesis, that combines aspects of all of the unique sections of the rondo, also 
occurs in Movement 3. 
 
Intra-Movement Synthesis and Nesting in Movement 3 
Movement 3 resembles a five-part sonata rondo, with divisions shown in Table 
3.2. The presence of golden section divisions seems to confirm this formal segmentation, 
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also shown in Table 3.2.  While the sonata rondo schema helps to describe the movement, 
this analysis will ultimately show the movement, alternatively, as a cumulative form 
achieved through formal synthesis.  Bartók defines the sonata rondo’s sections by varying 
collections and textures.  I will first discuss A, B, and C’s respective collections and the 
sonata rondo’s formal divisions. Then I will turn my attention to each section’s associated 
texture, and conclude with a discussion of the recapitulation’s formal synthesis of A, B, 
and C within a nesting of the rondo’s form. 
 
Sections A, B, and C each utilize a different octatonic collection: A in mm. 1–20 
employs OCT1,2; B in mm. 21–33 focuses on OCT2,3; and C in mm. 50–82 features 
OCT0,1.  Despite the octatonic collection’s symmetry, the A section establishes pitch class 
D as a clear pitch center.  The left hand’s ostinato persistently sounds D2, the 
movement’s lowest pitch, on each downbeat.  The right hand’s fragmentary melody 
supports the pitch center, beginning and ending on pitch class D.  Bartók’s changes of 
collection to help define formal sections abstractly resemble the changing of keys in a 
tonal sonata.  However, unlike the A section, the B and C sections do not have such 
clearly defined pitch centers, and the symmetric nature of the octatonic collection 
potentially makes a change to a different octatonic collection more difficult to perceive 
than a change of key.  Perhaps due to this perceptual difference, Bartók relies on other 
means to convey his formal design.   
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The first large divide occurs between the exposition and the development at m. 
50.  Bartók projects this division by a dramatic change in texture and sonority.  The 
exposition’s moto perpetuo eighth notes come to a halt for the first time at a minor triad 
sustained for two measures.  This new sonority within the movement marks a new formal 
section.  
 
 The last three quarter notes of m. 82 and the downbeat of m. 83 belong to the C or 
F diatonic collections.  The movement contains no other passage belonging to a diatonic 
collection, focusing instead on octatonic and acoustic collections.  Albeit a brief moment 
in the piece, the descending diatonic thirds in this measure signal a change, emphasized 
in m. 83 by the half note duration, the first duration longer than a quarter note since the 
sustained triads that signaled the beginning of the development.  The half note on pitch 
class D in m. 83, supported by pitch class F, marks a return to the Movement 3’s pitch 
center.  The diatonic signal thus prepares the sonata rondo’s recapitulation.  Recall that 
Bartók also utilized a diatonic collection in Movement 2, mm. 175–179, immediately 
before the seven-part rondo’s final reprise.   This brief moment constitutes an inter-
movement formal synthesis, combining Movement 3’s C section texture with Movement 
2’s use of the diatonic collection as a formal marker.  
 
The A section’s texture consists of a fragmentary right hand melody accompanied 
by a diabolical left-hand scalar ostinato.  The only pitch in the left hand foreign to OCT1,2 
is A2, occurring in mm. 11–12 and mm. 15–20.  Each instance of the pitch clearly 
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doubles the right hand’s melodic pitch; therefore, the left hand’s octatonic collection 
remains unwavering.  The right hand’s melody contains two pitch classes foreign to 
OCT1,2: the aforementioned pitch class A, and E♭.  Alternatively, the four pitch classes D, 
E♭, G♯, and A belong to OCT2,3.  The melody establishes the highly symmetrical set class 
(0167) as important for the piece, with its first instance sounding in m. 11, and its 
repetition in mm. 15–20 traveling through three other registers.  Bartók presents set class 
(0167) as a pair of semitones related by T6, forming the transpositional combination 1*6.  
Recall the introduction of set classes (0167) and (016) in Movement 1.  The (0167) in 
Movement 1 m. 74 manifests not as the transpositional combination 1*6, but as 6*1, 
another instance of the commutative property of pitch class multiplication as a generative 
device in the piece. 
 
 The texture changes in the B section in m. 21 to monophony doubled at the 
octave.  The section liberates the ostinato; the continuous scalar eighth notes no longer 
remain confined to OCT1,2.   Instead, the running line teases out the fuse-split minimal 
voice-leading between the F acoustic and OCT2,3 collections, shown in Example 3.2A.20  
The acoustic collection significantly contains a five-note subset of the whole tone 
collection, the collection that runs a continuous thread through all four movements. 
 
                                                
20 The methodology used here comes from Dmitri Tymoczko’s theory of scale networks, 
which relates scales by common tones and minimal voice-leading.  Dmitri Tymoczko 
“Scale Networks and Debussy,” Journal of Music Theory vol. 48, no. 2 (Fall 2004) 
http://www.jstor.org/stable/27639383 (accessed April 23, 2015). 
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 The A' section marks a return to the left hand ostinato and the right hand 
fragmentary melody.  Bartók harmonizes the melody with ic5 below, forming the set 
class (0156). Recall (0156) from Movement 2’s B section accompaniment, shown in 
Example 3.1B.  The integration of an important set class from Movement 2 with 
Movement 3’s A section texture and melody constitutes a developmental inter-movement 
synthesis.  The set class (0156) manifests as 1*5 in Movement 2 and 5*1 in Movement 3, 
another example of the commutative property of pitch class multiplication.  This section 
also starts exploring the symmetry of (0167).  In mm. 42–48, Bartók brings the set class 
through a T5 – T7 chain, shown in Example 4a.  These complementary operations 
maintain two common tones between the two transpositions of the set class.  The 
operations in mm. 42–48 effectively extend A’s corresponding registral descent in mm. 
18–20 by four measures, while still maintaining similar pitch content. 
 
 The C section’s opening F♯ minor triad forms a vestigial link to the discarded 
Andante’s pitch center.  Bartók subjects the triad to a literal T3 in mm. 54–55, and 
subjects that A minor triad to another literal T3 to form the C minor triad in mm. 58–59.  
These three triads and the interruptive B♭ in mm. 52–53 complete the C section’s OCT0,1 
collection.  The section has a developmental character, with frequently changing textures 
and fragmentation of the A and B sections’ materials.  The section reintroduces the set 
class (0347), first in mm. 60–70 in the left hand, and more explicitly in m. 72 and mm. 
74–82.  The focus on this set class, a subset of both the octatonic and enneatonic 
collections, forms a link between Movements 2 and 3.  The end of the C section contains 
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a teasing out of the fuse-split minimal voice-leading between the E♭ acoustic and OCT0,1 
collections, shown in Example 3.2B. 
 
The recapitulation, A'', contains a slightly permuted nesting of the movement’s 
entire form: a a' b c a''.  The compression of each section generates an exciting 
acceleration to the end of the piece.  Each abbreviated representative of the rondo’s form 
in A'' maintains a defining characteristic of its corresponding rondo section, but adopts 
elements from another rondo section, yielding a high-level inter-movement closural 
parametric integration.   
 
  Bartók joins the a and a' sections, with the melody’s ic5 harmonization from the 
A' section occurring beginning in m. 97, immediately after the unharmonized A melody 
in mm. 84–96.  An ascending T5 – T7 (0167) chain in mm. 99–103 recalls the descending 
T5 – T7 chain in the A' section’s mm. 42–48, shown in Example 3.3A. The b section in 
mm. 105–118 contains the first significant parametric integration of two sections.  The b 
section takes the B section’s texture of monophonic continuous eighth notes with octave 
doubling and combines it with the A section’s characteristic set class, (0167).  Bartók 
displays both the set’s inversional and transpositional symmetry in mm. 105–110, shown 
in Example 3.3B.   
A fragment of the A section’s right hand melody interrupts the T3-related minor 
triads in C in mm. 50–59.  In the compressed c, a parametric integration of A and B in m. 
120 interrupts the T4-related F♯ minor and D minor triads, shown in Example 3.1D.  
  
37 
Here, Bartók juxtaposes the discarded Andante’s F♯ pitch center with Movement 3’s D 
pitch center.  Mm. 119–121 contain both harmonic and melodic manifestations of (0347).  
Bartók displays the set class’s potential as the product of two different transpositional 
combinations: 4*3 sounds harmonically in m. 119 and m. 121, and 3*4 sounds 
melodically in the octave-tripled melody.  The a'' section contains one final instance of 
formal synthesis for the movement, integrating parameters from the A and C sections.  
Bartók applies the A section’s rhythm and melodic head to the C section’s blocked 
chordal texture and 4*3 transpositional combination. 
 
Inter-Movement Formal Synthesis in Movement 4 
The reflective sostenuto Movement 4 brings the piece’s temporal acceleration to 
an abrupt halt.  Somfai suggests that Bartók may have removed the Andante for the 
movement’s effect on the piece’s temporal scheme.21  Indeed, the Andante second 
movement would interrupt the momentum created by the incrementally increasing 
tempos from Movement 1 to the Movement 2 Scherzo to Movement 3.  The sudden 
restraint of tempo in Movement 4 could lose its poignancy and finality with the 
Andante’s inclusion.   The considerable slowing of tempo in Movement 4 may serve not 
only for dramatic effect, but also to aid perception of the profound but complex high-
level inter-movement closural synthesis.  
 
                                                
21 Somfai, 194.  
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Bartók integrates distinctive musical elements from each of the prior movements 
in Movement 4 to create a conclusive coalescence.  Before examining the formal 
synthesis of the whole piece, we will consider a smaller-scale synthesis—the 
verticalization within Movement 4 of B♭ and E, which references Movement 1’s 
juxtaposition of these two pitch classes.  I will discuss the two pitch classes’ role in 
Movement 1 at length first, in order to demonstrate their synthesis in Movement 4. 
 
Movement 1 juxtaposes ic6-related B♭ and E as pitch classes, chords, and 
collections.  In the first antecedent phrase of Movement 1 in mm. 5–11, the left hand’s 
harmony alternates every measure between root position B♭ and E major triads.  The T6 
root relations in the left hand’s chords continue in the consequent phrase in mm. 13–20, 
but with other roots and different tertian chord types.  The B♭—E relationship returns in 
the varied repeat of the antecedent and consequent phrases, but at a higher phrasal level 
involving collections related to each pitch class.  In the antecedent phrase in mm. 21–28, 
the left hand operates in B♭-lydian, alternating every measure between B♭ major triads 
and F major seventh chords until mm. 27–28, where a change in progression outside of 
B♭ lydian marks the end of the phrase.  The consequent phrase in mm. 29–36 operates in 
E lydian, alternating every measure between E major triads and B major seventh chords 
until mm. 35–36, where a change in progression outside of E lydian punctuates the 
phrase.   
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The juxtaposition of B♭ and E returns in m. 101, where a T6 canon between the 
two hands sounds in conjunction with an alternation between first inversion B♭ major 
triads and root position E major triads every measure.   The harmonic rhythm doubles in 
mm. 106–107, where the two chords alternate every beat.  The canon breaks off in m. 
108, where an ascending WT0 scale metrically and durationally emphasize pitch classes 
B♭ and E. 
  
While Movement 1 juxtaposes B♭ and E as pitch classes, related chords, and 
collections, Movement 4 juxtaposes and registrally stratifies B♭ and E, allowing the two 
elements to coexist in a high-level inter-movement formal synthesis.  The bass voice in 
mm. 11–15 travels through a fifth-descent in E diatonic, while a B♭ pedal in three 
different octaves above sounds simultaneously, shown in Example 3.4.  This 
verticalization involves two different class types, with E represented as a collection and 
B♭ as a pitch class.  Mm. 15–18 involves both verticalization as well as double 
juxtaposition of B♭ and E, also shown in Example 3.4.  I will call this special case a 
“checkerboard arrangement” of B♭ and E.  First, consider the verticalization.  Bartók 
stratifies pitch classes B♭ and E in mm. 15 and 17, with pitch class E in the bass and pitch 
class B♭ in the highest voice.  He stratifies B♭ and E chord types in mm. 16 and 18.  The 
left hand in both of these measures forms (0347), a set class featured throughout the 
entire piece.  In this particular instance, the set class presents a B♭ major-minor tetrad.  In 
m. 16 the right hand consists of an incomplete E triad arpeggiation with no third, and m. 
18 completes the arpeggiation of an E major triad.  The double juxtaposition considers 
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the simultaneous alternation every measure between E and B♭ in the left hand and B♭ and 
E in the right hand.  B♭ and E manifest as pitch classes in mm. 15 and 17 and as chords in 
mm. 16 and 18, contributing to a richly textured passage.  The interactions of B♭ and E in 
mm. 11–18 serve a generative function, classifying this as a developmental synthesis.  
The final instance of the B♭—E relationship in the piece occurs in the bass in mm. 30–35, 
where a slow WT0 descent spanning the tritone from E2 to B♭1 balances the end of 
Movement 1’s swift WT0  ascent in mm. 108–111.  The bass descent relaxes Movement 
4’s tension, making this a closural synthesis.   
 
This WT0 bass descent contributes to a larger formal synthesis in mm. 26–35 that 
combines materials from all of the preceding movements, creating a moving 
amalgamation.  The integration of materials from prior movements relaxes the music 
dynamically, melodically, and registrally, creating a high-level inter-movement closural 
synthesis.   Bartók reimagines Movement 3’s persistent A section motives as a tranquil, 
dolce strain, with the semitonal upper neighbor head motive occurring in mm. 26–28, and 
the characteristic (0167) in m. 29.  B♭ and E, enharmonically respelled as F♭, and their 
respective supporting fifths coexist within this ic1 pair that forms the transpositional 
combination 1*6.  The transfiguration of Movement 3’s A theme traces all the way back 
through Movement 2 to Movement 1, shown in Example 3.5.   
 
Excluding the chromatic neighbors, the remaining pitch content in mm. 26–27 
complete the enneatonic collection, the characteristic collection from Movement 2.  
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Movement 3’s scalar octatonic motive from the ostinato makes an appearance in 
augmentation in the left hand, descending from A♭3 in m. 26 to D3 in m. 33.  The 
descent belongs to OCT1,2, the same collection as the ostinato, shown in Example 3.6.  
This descent happens simultaneously with the aforementioned WT0 descent, itself an 
augmentation of a first movement motive.  The dyad built from the terminal pitches of 
the OCT1,2 and WT0 descents provide a centric close of the Suite on its primary pitch 
center, B♭, supported by the piece’s contrasting pitch center, D.   
 
The sustained sonority in mm. 28–29 contains multiple rich connotations.  The 
right hand’s sustained pitches, which sound from mm. 28–33 and transfer octaves in the 
final two measures form a (0347).   This set class, privileged throughout the entire piece, 
also sounds in the sustained upper four voices in mm. 26–27.  However, Bartók projects 
the two instances of (0347) in mm. 26–27 as the transpositional combination 4*3, and the 
(0347) beginning in m. 28 as 3*4.  Recall Bartók’s similar display of this set class as a 
product of two different transpositional combinations in Movement 3.  The root of the 
major-minor tetrad formed from (0347) beginning in m. 28 is F♯, a remnant of the 
discarded Andante movement’s pitch center.   
Considering all six pitches in the sustained sonority in mm. 28–29, the lower three 
voices form a B♭ minor triad and the upper three voices a D major triad.  The B♭ 
centricity of the first movement always involves a B♭ major triad, the opposite mode 
from the lower triad in mm. 28–29.  The D centricity of Movement 3 does not explicitly 
involve a consonant triad, due to its octatonic context; however, the third above pitch 
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class D is always F, most apparent at the moment of recapitulation in Movement 3’s m. 
83.  Further, the A2 that creeps into the ostinato in Movement 3’s m. 11 serves not only 
to double the right hand, but also to complete the outlining of a D minor triad.  Following 
this logic, the D major triad in Movement 4’s mm. 28–29 also belongs to the opposite 
mode from Movement 2’s centric consonant triad.   
 
The entire sustained hexachord, (014589), completes the hexatonic collection, a 
subset of the enneatonic collection that characterizes Movement 2.  The hexachord can be 
built by the transpositional combination (048)*1, or completely factored, 4*4*1.  The 
generating interval, ic4, recalls Movement 2’s primary interval class.  This set class 
exhibits a high degree of symmetry, consistent with Bartók’s obsessive use of 
symmetrical set classes throughout the piece.  This hexachordal set maps onto itself at 
two different transpositions and six inversions.  
 
The sustained hexachords in mm. 30 and 32 present two different hexachordal 
subsets of OCT0,1.  The enneatonic subset in mm. 28–29 sounds again in a different 
voicing in m. 31.  Thus, the sustained hexachords in mm. 28–32 juxtapose Movement 2 
and 3’s respective defining collections, the enneatonic and the octatonic collections.   The 
change in superset for these hexachords comes about through the left hand’s dyadic 
descent.  The right hand’s unwavering (0347) draws a link between the enneatonic and 
octatonic collection through its contextualization in both collections.  The integration 
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these aspects of the prior movements within the ending section of Movement 4 contribute 
to a profound closural synthesis. 
 
This chapter has examined the role of formal synthesis within the cyclical design 
of Bartók’s Piano Suite, op. 14.  Movement 2 utilizes developmental syntheses to 
generate much of the variation contained within its rondo-like form.  The end of 
Movement 2 utilizes an intra-movement closural synthesis that combines aspects of the 
movement’s A, B, and C sections.  The intra-movement closural synthesis at the end of 
Movement 3 integrates the movement’s various sections within its recapitulation to create 
an accelerating culmination.  The verticalization of B♭ and E, which Bartók previously 
presented separately in Movement 1 as pitch classes, chords, and collections, generates a 
significant amount of Movement 4’s material, and constitutes an intra-movement 
developmental synthesis.  The inter-movement closural synthesis at the end of Movement 
4 produces a profound synthesis of the prior three movement’s musical materials.  These 
instances of formal synthesis occur at different structural levels, creating a hierarchical 
relation.  The next chapter expands upon formal synthesis as a hierarchical process, 
tracing instances of both developmental and closural synthesis through multiple structural 
levels of Thomas Adès’ Asyla.
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CHAPTER FOUR: THOMAS ADÈS’ ASYLA  
Thomas Adès’ Asyla has arguably enjoyed one of the strongest critical receptions 
for symphonic works written in the past twenty years.  The piece won the Royal 
Philharmonic Society Award for Large-Scale Composition in 1997 and made Adès the 
youngest composer yet to win the prestigious Grawemeyer prize in 2000.  Asyla received 
its 100th performance in 2006, less than 10 years after its premiere, and has reached at 
least 21 countries on four continents.22 
Several commentators have remarked on the piece’s large-scale, four-movement 
form.  Matias Tarnopolsky calls the piece “the closest work to a symphony which Adès 
has written to date.”23  Charlotte Higgins notes, “Asyla has the weight, if not the length or 
form, of a symphony.”24   Paul Driver confidently calls Asyla “an old-fashioned cyclic 
symphony.”25 Thomas Schulz agrees, stating Asyla “resembles a four-movement 
symphony in its formal layout as well as in its use of thematic material.  Certain basic 
motifs run through all four movements.”26 
The cyclic nature of the piece, with earlier musical materials reappearing later in 
                                                
22 Edward Venn, “Asylum Gained?  Aspects of Meaning in Thomas Adès’s Asyla,” 
Music Analysis vol. 25, issue 1–2 (2006), http://onlinelibrary.wiley.com.ezproxy.bu.edu 
/doi/ 10.1111/j.1468-2249.2006.00234.x/full (accessed Feb. 2, 2015), 90. 
23 Matias Tarnopolsky, Asyla program notes, City of Birmingham Symphony Orchestra, 
Birmingham, 1997. 
24 Charlotte Higgins, “The Proms:  Thomas Adès/Jiri Belohlavek,” The Guardian 
http://www.theguardian.com/culture/1999/aug/17/artsfeatures3 (accessed Apr. 10, 2015). 
25 Paul Driver, “A New Spin on the Cycle,” (London: The Sunday Times, Oct. 12, 1997). 
26 Thomas Schulz, Asyla program notes, trans. Richard Evidon. Berlin Philharmoniker, 
Berlin, 2002. 
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the music, warrants an investigation of formal synthesis.  This analysis will show that 
synthesis occurs hierarchically within Asyla, from low-level developmental synthesis to 
high-level inter-movement developmental and closural synthesis.  A detailed melodic 
analysis of the first movement’s lyrical theme will uncover low-level and mid-level 
developmental syntheses as well as low-level and mid-level closural syntheses.  An 
examination of the movement’s closing section will reveal the superimposition of the 
lyrical first theme with the syncopated second theme, creating a high-level intra-
movement closural synthesis.  Finally, a deconstruction of several passages from the 
fourth movement will reveal inter-movement formal syntheses involving material from 
the prior three movements. 
 
First Movement Overview 
The first movement of Adès’ Asyla begins with an introduction.  The unusual 
orchestral timbres of upward arpeggiating cowbells supported by viola harmonics, and a 
murmuring upright piano tuned a quarter-tone flat, evoke an effect of otherworldliness.  
The cowbells outline a motto defined by a progression of dyads, shown in Example 4.1.  
Two clarinets, timpani played on the shells, and cello pizzicatos behind the bridge 
percussively punctuate the harmonic changes.   
 
A long lyrical first theme begins in the horns and then moves through different 
sections of the orchestra during mm. 14–81.  In a brief transition in mm. 83–101, 
squillando trumpets come to the foreground, reimagining the lyrical theme’s murmuring 
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woodwind and string accompaniment.  A homophonic syncopated second theme in the 
woodwind choir in mm. 102–139, supposedly based on Couperin, seems more to 
resemble big-band jazz music.27  Adès superimposes the lyrical theme and the syncopated 
theme in the closing section of the movement, mm. 140–159.  Notably, he maintains the 
timbral association of the two themes, with the lyrical theme starting in the horns, 
trombones, and tuba and continuing in the horns alone, while the syncopated theme 
remains in the upper woodwinds.  A short codetta in mm. 160–165 recalls the 
introduction’s otherworldly percussive opening.  In a way, the movement’s formal 
organization resembles a sonata form, with two contrasting themes presented that interact 
toward the end of the piece.  Adès himself recognizes the movement’s similarity to 
“classical form” and refers to the formal synthesis passage as a “recapitulation.”28  While 
no development section intervenes between the expository and ending synthesis passage, 
the exposition of the two themes themselves contain considerable development.  The 
superimposition of the two themes brings the themes together texturally, comparable to 
the harmonic unity of the two themes attained by the generic tonal resolution of sonata 
form. 
 
Adès states his compositional undertaking of Asyla began with the first 
presentation of the lyrical theme; accordingly, the passage also serves as a point of 
                                                
27 Thomas Adès and Tom Service, Thomas Adès: Full of Noises (New York: Farrar, 
Straus, and Giroux, 2012), 9. 
28 Ibid 9. 
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departure for this analysis. The first theme area slowly unfurls in a series of three 
presentations.  
 
Formal Synthesis in the Lyrical Theme Area 
Although Adès set out to write the lyrical theme as a repetitive chaconne, each 
subsequent presentation varies the theme to a point that he refers to the section as a 
“spiral form.”29  The metaphor of a spiral seems apropos; once the melody circles around 
and begins anew, the ground has shifted slightly and the theme alters or diverts toward a 
slightly new destination.  These theme alterations and diversions often proceed from 
recombination and integration of the theme with itself, turning inward to refresh anew.  A 
melodic and rhythmic analysis of the first presentation of the lyrical theme will facilitate 
the later discussion of formal syntheses within the lyrical theme area.  For clarity of 
language, the three presentations of the lyrical theme will be abbreviated LT1, LT2, and 
LT3.  “Phrase” will be abbreviated as “p.”  The first phrase of the lyrical theme’s first 
presentation thus receives the label LT1 p. 1. 
 
 LT1 sounds as a horn soli texture in mm. 14–26, shown in Example 4.2A.  The 
melody in LT1 p. 1 begins with a descending minor third leap, followed by a stepwise 
ascent through OCT1,2.  The phrase concludes with a leap down a perfect fifth in mm. 17–
18.  This second downward leap disrupts the octatonic ascent, in both melodic contour 
and pitch collection, since the resulting pitch class F♯ lies outside OCT1,2.  Aaron Travers 
                                                
29 Ibid.  
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analyzes this moment as a change in interval cycles, referring to the octatonic ascent as a 
pair of interlocking ic3-cycles, which gives way to a descending ic7-cycle, as 
summarized in Example 4.2B.30  Roeder observes the coupling of a durational continuity, 
a quasi-metric pattern of long tones preceded by short anacrusis tones, with a melodic 
continuity, ascending ic3’s between long tones.31  The downward perfect fifth leap 
clearly disrupts these two co-operating continuities.  The disruption of the projected 
melodic continuity defines an end, and therefore constitutes a cadence, especially 
considering the rest before the next phrase.  The rhythmic alternation of long tones 
lasting either ten or eleven sixteenth notes, with anacrusis sixteenth notes projects the 
expectation of a sixteenth note duration for the C♯5 in m. 17.  Its longer duration, two-
thirds of a quarter note, not only disrupts the durational continuity, but also rhythmically 
mirrors how a sensitive musician may stretch the tempo at a cadence.  The descent of a 
perfect fifth references the bass motion of a tonal cadence, consistent with Roeder’s 
characterization of Adès’ cadential writing as “ironic and self-conscious.”32  
 
LT1 p. 2, in mm. 20–26, utilizes a different octatonic collection, OCT0,1.  Similar 
to LT1 p. 1, LT1 p. 2 begins with a stepwise octatonic ascent, but now within a compound 
melody that also includes an inversionally symmetric octatonic descent.  Example 4.2C 
                                                
30 Aaron James Travers, “Interval Cycles, Their Permutations and Generative Properties 
in Thomas Adès’ Asyla” (Microfilm, University of Rochester, 2004), 7. 
31 I refer to Roeder’s term “pitch-transformational continuity” as “melodic continuity” for 
ease of language and to avoid confusion with other uses of the word transformational.  
John Roeder, “Co-operating Continuities in the Music of Thomas Adès,” Music Analysis 
vol. 25, issue 1–2 (2006), http://onlinelibrary.wiley.com.ezproxy.bu.edu/doi/10.1111/ 
j.1468-2249.2006.00235.x/full (accessed Feb. 2, 2015), 126. 
32 Ibid., 131. 
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visually clarifies the compound melody’s voice leading.  Mm. 20–22 create similar co-
operating continuities as the first phrase.  The melodic continuity projects alternating 
semitone and whole tone motion in both voices of the compound melody.  The durational 
continuity projects long tones preceded by sixteenth-note anacruses.  LT1 p. 1 has helped 
define these continuities.  Whereas Adès disrupts the first phrase’s co-operating 
continuities in one fell swoop with a cadence, the co-operating continuities in the second 
phrase unravel gradually but give way to other continuities, all of which then become 
disrupted completely with a similar cadence.   
 
The unraveling of the LT1 p. 2’s original continuities begins when the compound 
melody breaks into an imitative duet.  The duet initially maintains the stepwise contrary 
motion of the compound melody, with the upper horns’ leap from E♭4 to B♭4 in m. 23 
fulfilling both voices’ next projected pitches, but the melodic continuity breaks when the 
upper voice moves from B♭4 to C♯5 instead of the expected C5.  The break from the 
melodic continuity does not form a complete disruption, however, as the lower horns’ 
descending perfect fifth from C♯5 to F♯4 simply answers and counterbalances the upper 
horns’ prior ascending perfect fifth.  The inverted leap of an equal interval establishes a 
new kind of continuity, a motivic continuity.33  Further, the pitches stay within the 
operating pitch collection, OCT0,1, and the durational continuity remains.  Notably, the 
                                                
33 Roeder limits himself to two basic types of linear continuities, melodic and durational 
continuities.  These prove powerful starting tools, but extending the idea to more abstract 
continuities, such as motivic, pitch-collection, melodic-harmonic, and harmonic 
continuities, will facilitate further exploration.  Here, motive is used in the Schoenbergian 
Grundgestalt meaning of the term. 
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lower horns’ descent sounds the exact pitches in register that signaled a cadence in mm. 
17–18, forming an example of Adès’ exceptional ability to contextually reinterpret the 
same material.  The leap from B3 to D5 in m. 24 expands the motivic continuity’s leap 
figure in pitch space. The B3 does not belong to the OCT0,1 collection, breaking the pitch 
collection continuity.  The brevity of the pitch arguably hinders the perception of its non-
membership of the operating collection.  Further, the pitch supports a new continuity, a 
melodic-harmonic continuity of arpeggiated consonant triads.  The upper horns’ leap 
from E♭4 to B♭4 in m. 23 combines with the lower horns’ held G4 to create an E♭ major 
triad.  The lower horns’ C♯5 to F♯4 leap in mm. 23–24 combines with the upper horns’ 
held B♭4 to create an F♯ major chord.  The upper horns’ B3 to D5 leap in m. 24 
combines with the lower horns’ F♯4 to create a B minor triad.  Example 4.2D provides a 
harmonic reduction of the two horn lines’ interaction in these measures.  Notice the 
relatively small voice-leading work required to progress from one chord to the next in 
pitch-class space.  The E♭ major triad moves to the F♯ major triad with three semitonal 
displacements, and the F♯ major triad moves to B minor with two semitonal 
displacements.  The voice leading here recalls the relative parsimony of the opening 
dyads’ voice leading. 
 
While the quasi-metric nature of the long tones preceded by anacrusis sixteenth 
notes contributes to create a durational continuity, the long tones do change duration in a 
directed manner.  The long tones contract incrementally from eleven sixteenth notes for 
the G4 in m. 14 to five sixteenth notes for the D5 in m. 24, shown in Example 4.2E.  
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Where the soli break into two parts in m. 22, the composite rhythm is considered.  The 
gradual contraction of the long tones accelerates the melodic motion, which supports the 
intensification created by the registral expansion in both directions.  The intensification 
ultimately leads to a cadence in mm. 25–26 that disrupts all continuities, marked by the 
same rhythm and melodic contour as the cadence in mm. 17–18.  The intensification 
through LT1 p. 2 seems to require a stronger cadential figure, provided by the dyadic 
doubling as well as a downward leap of a perfect octave in place of the first cadence’s 
perfect fifth.  The B minor triad in m. 24 supports the second dyad from the piece’s 
opening motto B-F♯, and the C-F dyad that follows the B minor triad in mm. 25–26 
sounds the first dyad from the piece’s dyadic motto in exact pitch space.  The order 
reversal of the dyadic pair that opens the piece contributes to the closure of LT1.  The 
similar content of the two phrases, and the stronger closure provided by the second 
cadence compared to the first cadence, make the label “parallel period” appropriate for 
this theme. 
 
Adès presents the theme twice more within the primary theme section, varied 
each time.  The concept of formal synthesis will help to account for some of the 
variations and diversions within these two subsequent presentations.  LT2, shown in 
Example 4.3A, begins in m. 27 and ends in m. 48.  The theme begins with the same 
characteristic minor third leap down, followed by a stepwise ascent, marking the first 
phrase.  Notably, the violins begin the second presentation at the same transposition level 
as the horn soli’s first presentation, but an octave higher.  The violins’ G5 continues the 
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line of the horn soli’s registral ascent, which cadenced on F5 in m. 22.  The stepwise 
ascent begins as OCT1,2, setting up the same melodic continuity of alternating semitones 
and whole tones as the first presentation of the theme.  However, the anacrusis sixteenth 
note B♭5 in m. 31 moves to C6 instead of B♮, projected by both the melodic continuity 
as well as the memory of the first presentation.  The melodic continuity changes from an 
alternating semitone and whole tone linear progression to a whole tone linear 
progression.  The pitches A♭5 and B♭5 in mm. 30–31 belong to both OCT1,2 and WT0, 
acting as a pivot between the two operating pitch collections that determines the melodic 
continuity of the ascent, smoothing the change.  LT2 p. 1 ends with a different cadence 
than LT1 p. 1’s descending fifth cadence.  Like LT1, LT2 also contains a quasi-metric 
rhythmic continuity defined by long tones preceded by sixteenth-note anacruses. The first 
long tone on G5 in mm. 27–28 lasts 2.25 quarter notes, followed by the F5 in mm. 27–28 
for 2 quarter notes, then the A♭5 in m. 30 for 2 quarter notes, then the C5 in mm. 31–32 
for 2.58 quarter notes.  This slight elongation of the long tone, along with the eighth-note 
rest that delays the anacrusis beat and the elongation of the anacrusis note to an eighth-
note triplet, creates a cadential upbeat to m. 33, where the consonant interval of the 
perfect fifth on A5 and E6 relaxes the tension of the ascending line. 
 
The addition of the percussion in mm. 33–41 playing knives, bass drum, and hi-
hat encourages the upper woodwinds to abandon their independent, fleeting 
accompanimental murmurs and take the foreground in m. 41, temporarily delaying the 
onset of the lyrical theme’s second phrase.  Containing musical elements of both the 
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lyrical theme and the upcoming syncopated theme, the woodwind choir’s interruption 
constitutes a parametric integration of the two themes.  This diversion serves as the 
lyrical theme area’s first of several formal syntheses.  Diagram 4.1 summarizes the 
Source Passage and Synthesis Passage relationships present in the three presentations of 
the lyrical theme.  The woodwind choir draws from the lyrical theme as its Source 
Passage 1 and the upcoming syncopated theme as its Source Passage 2.  Notably, the 
presentation order deviates from the ideal presentation order of Source Passages followed 
by the Synthesis Passage.  Here, Source Passage 1 occurs first, followed by the Synthesis 
Passage, and then Source Passage 2.   
 
The upper woodwinds, playing descending lines in parallel motion as a 
homophonic choir, texturally and timbrally anticipate the movement’s syncopated theme.  
The phrasing, defined by two short phrases of nearly equal followed by a slightly longer 
third phrase, also anticipates the syncopated theme’s sentence-like phrasing.  At the same 
time, the woodwind choir’s rhythmic and melodic material resembles the lyrical theme, 
maintaining a durational continuity of long tones preceded by anacrusis notes.  Further, 
each individual line of the choir contains a mono-directional melodic continuity, although 
descending instead of ascending.  This parametric synthesis draws from two different 
theme areas within the same movement, and serves to generate new material that 
interrupts the lyrical theme’s progress.  Therefore, the woodwind choir’s diversion 
constitutes mid-level developmental synthesis. 
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Closer inspection of the woodwind choir’s individual voices will reveal a low-
level developmental synthesis.  The top and bottom voice descend by half step in mm. 
41–45.  The middle voice descends by whole step in mm. 41–43.  Whereas the top and 
bottom voices of the woodwind trio in mm. 43–45 repeat the same pitches as the first 
short phrase, the middle voice changes slightly, containing a repetition of the lyrical 
theme’s characteristic head motive, pitch classes G-E-F.  This fairly concealed repetition, 
occurring in the flute and clarinets in the same register as the first violin’s head motive in 
mm. 27–28, serves as another example of Adès’ recontexualization of repeated material.  
The superimposition of the lyrical theme’s head motive in the middle voice with the outer 
voices of the woodwind choir’s first phrase, both of which belong to the lyrical theme 
area, forms a low-level developmental synthesis.  The presence of a low-level 
developmental synthesis in the voice-leading of a mid-level developmental synthesis 
begins to define hierarchical treatment of formal synthesis within the entire piece. 
 
  The woodwind choir’s third phrase in mm. 46–48 contains a fourth voice.  The 
top voice begins as a descending semitone continuity, but then changes to an alternating 
semitone and whole tone continuity.  Except for the bottom voice’s first move down a 
whole step from C5 to B♭4, this voice descends through a half step continuity.  The 
second-to-lowest voice (beginning on G5) moves up and down by half step, tracing a 
melodic contour that anticipates the syncopated theme’s defining contour.  
 
After the woodwind choir’s first phrase, Adès superimposes LT2 p. 2 as a horn 
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soli with the woodwind choir’s second two phrases in mm. 44–49.  Although LT2 p.1 
began in the violins in a higher register, the timbral and registral association of the horn 
soli in LT2 p. 2 seems to attempt to put the music back on track, despite the ongoing 
woodwind diversion.  Recall that LT1 p. 2 in mm. 20–26 consisted of a short compound 
melodic idea that repeats in a slightly altered form, followed by a continuation as an 
imitative duet.  In LT2 p. 2, Adès shortens the theme’s second phrase, with the horns 
sounding only the short compound melodic idea and its altered repetition.  While the 
fourth note of the compound melodic idea in prior presentations belongs to the upper 
voice, the D5 in m. 47, approached by a dramatic minor seventh leap, belongs to the 
lower voice, displaced up an octave and completing a diatonic descending 3-line.  The 
violas pick up this melodic strain in m. 48 in the same register, doubled by the violins 
two octaves higher, extending the descending 3-line to a descending 5-line as shown in 
Example 4.3B.  Interestingly, the homophonic descent, which originally began as an 
interruption of the lyrical theme, achieves the theme’s closure with the completion of the 
descending 5-line. 34  This interaction of the lyrical theme’s second phrase with the 
woodwind choir’s diversion closes LT2, but not the entire LT area; therefore, the 
superimposition forms a low-level closural synthesis.  Occurring simultaneously as the 
aforementioned developmental syntheses, this closural synthesis begins to define a 
separate hierarchy of closural synthesis encompassing the entire piece.  
 
                                                
34 The woodwind choir’s simultaneous participation in a developmental synthesis and a 
closural synthesis parallels the double meaning of the word Asyla, denoting both political 
refuges and madhouses.   
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Whereas LT2 p. 1 cadenced at the termination of its stepwise ascent through a 
perfect octave in m. 33, LT2 p. 2 cadences at the termination of its downward descent 
through a perfect fifth at m. 48.35  These intervals played an important role in the 
cadences of LT1, with the descending perfect fifth leap marking the first phrase’s cadence 
in mm. 17–18 and the descending perfect octave leap in mm. 25–26.  Here at m. 48, a 
harmonic relaxation signals pitch class B as the terminal pitch class of the descent.  Adès 
harmonizes it with the familiar B-F♯ dyad from the movement’s opening motto.  Notably, 
the 5-line spans the same dyad.  The reversal of the first two dyads at the end of LT1 
contributed to a sense of closure, with the B-F♯ dyad moving back to the movement’s 
harmonic origin, the F-C dyad analogously to a dominant function.  The B-F♯ dyad at the 
end of LT2 in m. 48, on the other hand, has a mixed connotation.  Extending the tonal 
analogy further, the cadence in LT2 on the B-F♯ dyad in m. 48, acts as a kind of 
modulation to the dominant area.  The dyad’s metrically weak location weakens the 
cadence’s closural effect.  While the music remains tonally suspended on this dyad for 
three measures during mm. 49–51, embellished by the wind instruments, these harmonic 
and metric factors seem to require a continuation, and a third presentation of the lyrical 
theme, which also contains formal syntheses, follows. 
 
                                                
35 The tracing of a diatonic linear descent through a perfect fifth may seem similar to 
Schenkerian analysis.  However, my observation of the descent does not extend to an 
overarching structure.  Adès frequent use of descending linear motion would lend well to 
further scrutiny in this vein.  However, one should tread lightly given Adès’ own 
suspicious disposition toward Schenker.  Adès and Service, 66. 
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 LT3, shown in Example 4.4A, begins as a fragile cello solo in the starting register 
of LT2.  Similarly to LT2, Adès slightly varies step sizes of the first-phrase ascent after 
the characteristic head motive.  In this presentation, though, the first alteration occurs 
with pitch class A in m. 55.  This long tone had previously sounded as pitch class A♭ in 
the first two presentations.  The entire ascent fits within the C diatonic collection until the 
last two pitches, D♭6 and E♭6 in m. 57.  Despite these changes, the long tones still follow 
an ic3 cycle, with the move from F5 to A5 the only exception.  While the pitch content of 
phrase does not belong to an octatonic collection like LT1 p. 1, the ascent is saturated 
with (013), the trichord created by stepwise motion through any part of an octatonic 
collection. 
 
 Unlike the second presentation, LT3 is unimpeded by a woodwind diversion, and 
its second phrase remains in the upper register, gaining strength through a timbral change 
to the violins.  Like LT1, the second phrase breaks into an imitative duet, this time in the 
oboes.  In m. 66, Adès substitutes pitch class C for pitch class B in m. 24.  This small 
change seems to precipitate an undoing of the second phrase.  Without pitch class B, the 
B-F♯ dyad that precedes the cadence in LT1 does not sound.  Instead of cadencing in LT3, 
the duet continues in a descent in four voices.  Example 4.4B shows all four voices’ 
unique descending melodic continuities.  This extension of the imitative duet constitutes 
a parametric integration, with the horns’ imitative duet from LT1 p. 2 acting as Source 
Passage 1, and the woodwind choir’s interruption from LT2 as Source Passage 2.  The 
oboe duet combines the texture of the lyrical theme’s imitative duet with the voice-
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leading trajectory of the woodwind choir.  This parametric integration constitutes a low-
level developmental synthesis, since it draws sources from within the same theme area 
and diverts the lyrical themes progress.  Interestingly, the woodwind choir’s interruption 
from the second presentation is a Synthesis Passage, but doubles as a Source Passage for 
LT3’s oboe duet.   
 
Adding more instruments toward the end of the oboe duet creates a thicker 
orchestral texture that helps to dissipate LT3 p. 2.   The theme, lacking completion, 
attempts the second phrase again, starting in the violas, flute, and clarinets in m. 69.  This 
second attempt in mm. 69–81, labeled LT3 p. 3, achieves completion of the entire LT area 
through the recombination of elements from LT1 and LT2; therefore, this passage 
constitutes a mid-level closural synthesis.  The passage draws on the LT1 p. 2 from mm. 
19–25, LT1 p. 1 from mm. 14–18, LT2 p. 1 from mm. 27–33, and the LT2’s woodwind 
choir diversion in mm. 41–48.  The discussion below examines this mid-level closural 
synthesis. 
 
 Like LT2 p. 2, LT3 p. 3 returns to LT1’s horn soli register, as though the registral 
association might help achieve closure.  A simple change in the second phrase’s head 
motive cleverly transforms the phrase into the lyrical theme’s first phrase.  Rather than 
moving from E4 to A4 in m. 70, it moves to F4, and the familiar G-E-F head motive of 
the first phrase sounds.  This minute change constitutes a parametric integration of the 
first and second phrases’ head motives.  The phrase continues to mirror the LT2 p. 1 
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ascent exactly, but an octave below.  Naturally, this ascent spans the same octave 
distance as LT2 p. 1.  When the ascent reaches its terminal pitch in m. 73, Adès 
harmonizes pitch class E with pitch class A, just as in LT2 in m. 33.  Unlike LT2, though, 
the phrase does not become suspended on this harmony.  Instead, the A4 in m. 73 begins 
a new statement of the phrase in the second violins, oboes, and English horn, beginning 
immediately with the LT first phrase’s characteristic downward minor-third leap. The 
stepwise climb beginning on A4 in m. 73 continues from F♯4 in m. 74 to its terminal 
pitch B5 in m. 79, making this the longest registral span covered in the lyrical theme area.  
These pitch classes notably belong to the significant B-F♯ dyad from the introduction’s 
motto.  The ascent through a perfect eleventh forms a compound inversion in pitch space 
of the LT2’s closing descent, which itself traces back to LT1’s first cadence.  Adès 
masterfully composes a deceleration of this long melodic ascent, shown in Table 4.1.  
The deceleration of the end of this presentation counterbalances the durational 
acceleration already noted in the first presentation of the lyrical theme. 
 
Two other voices join this longest ascending line in counterpoint at m. 75.  The 
violas, doubled by a clarinet, sound a stepwise descent through an augmented fourth that 
belongs to the E major diatonic collection.  The descending melodic continuity recalls the 
woodwind choir’s descents in mm. 41–48 as well as the LT2 p. 2’s 5-line that starts in the 
horns in mm. 44–48.  The flutes, doubled by a clarinet, sound another statement of the 
first phrase in canon with the longest ascent.  This canonic treatment of the lyrical 
theme’s first phrase ascent serves as a contrapuntal outgrowth of the horn soli’s imitation 
  
60 
in LT1 p. 2.  Adès slightly varies the integrated head motive from mm. 69–70 in the flutes 
and clarinet in mm. 75–77, shown in Example 4.4C.  The flutes and clarinet’s ascent 
spans the significant perfect fifth from B4 to F♯5.  The three melodic lines terminate on a 
B major triad, supporting the B-F♯ dyad.  The first orchestral tutti of the entire piece 
sounds in m. 80 in a B major seventh chord that continues to support the B-F♯ dyad.  The 
oboes and flutes sound D5 toward the end of the measure, adding dissonance to the 
chord, which harmonically relaxes into a quartal chord supported in the bass by pitch 
class F in m. 81.  This quartal chord supports the F-C dyad that opened the piece and 
closed LT1.  The succession of a chord supporting the B-F♯ dyad with a chord supporting 
the F-C dyad contains a rich mixture of both closure and opening.  On the one hand, the 
memory of the succession closing LT1, as well as the reversal of the piece’s opening two 
dyads points backward and creates closure.  However, the linear spans in the long ascent 
in mm. 69–77 and the inner-voice span in the flutes and clarinet in mm. 75–79 support 
the B-F♯ dyad as a closing point.  Further, the B-F♯ supported chord in mm. 79–80 could 
confirm LT2’s modulation, which also ended on the B-F♯ dyad.  The chord succession in 
mm. 80–81 thus points both backward and forward; these measures close the lyrical 
theme, but require a continuation of the movement.  The orchestral tutti texture marks the 
significance of this significant and expressive moment. 
 
Intra-Movement Closural Synthesis in Movement 1 
 The end of the first movement contains a high-level intra-movement closural 
synthesis of the lyrical theme with the syncopated second theme.  An inspection of the 
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syncopated theme, labeled ST, will facilitate an analysis of the movement’s highest level 
of closural synthesis.  After the squillando trumpet transition in mm. 83–101, ST begins 
in m. 102, shown in Example 4.5A.  The theme remains in the upper woodwinds for the 
ST area.  The syncopated rhythm, mostly homophonic texture, and mostly parallel 
motion between the voices allude to big-band jazz music.  The juxtaposition of the quasi-
Romantic lyrical first theme with this jazz-infused syncopated second theme serves as an 
example of the polystylism present in much of Adès’ music.  Beyond the theme’s stylistic 
profile, its melodic contour also differentiates this theme from the lyrical theme.  LT1 p. 1 
consisted of a mono-directional ascent, and LT1 p. 2 contained a compound melody of 
two voices that expanded outward.  ST1 p. 1 begins with an upper neighbor and follows 
with a stepwise descent.  In ST1 p. 2, in mm. 104–105, the first oboe’s extremely high 
register and completely stepwise downward motion make it the salient voice.  The other 
voices’ leaps and weaker registers act mainly as support for the oboe melody. Therefore, 
the second phrase’s primary melody has a completely descending melodic contour, 
moving through a diatonic tetrachord.  In ST1 p. 3, the first oboe strains higher, 
transposing its second phrase by T3 and again descending through a diatonic tetrachord.   
 
Just as the melodic continuities of the lyrical theme fill in specific pitch spaces, 
each voice of the syncopated theme also fills in specific pitch spaces.  In mm. 102–103, 
each voice completes a unique tetrachord.  The piccolo completes an octatonic tetrachord 
(0134), the first oboe fills in a whole tone tetrachord (0246), the second oboe completes a 
chromatic tetrachord (0123), and the third oboe completes a diatonic tetrachord (0135).  
  
62 
The appearance of these collections in the lyrical theme warrants this kind of analysis.  
Roeder’s analysis of “multi-dimensional” melodic continuities simultaneously involving 
hexatonic, octatonic, and chromatic collections within the bass oboe theme of Movement 
2, corroborates analysis of interacting collections in Adès’ music.36  As previously noted, 
the first oboe fills in diatonic tetrachords in both ST1 p. 2 and ST1 p. 3 in mm. 104–107.  
The three other voices in ST1 p. 2 arpeggiate a B minor triad.  The third oboe arpeggiates 
the triad literally in its second, third and fourth pitches in m. 104.  The piccolo’s first four 
notes in m. 104 arpeggiate the triad with a passing C♯7.  The second oboe doubles the 
piccolo’s first three notes an octave below, but does not complete the B minor triad 
arpeggiation, moving instead to C4.  The second oboe’s first four notes fill in a chromatic 
tetrachord in pitch class space.  The B minor triad is significant in that it supports the B-
F♯ dyad from the introduction’s dyadic motto.  The arpeggiation of the B minor triad in 
m. 104 within the syncopated theme’s texture thus constitutes mid-level developmental 
synthesis, drawing materials from two different areas of the piece.  Returning to mostly 
stepwise motion, all of the voices in the third phrase in mm. 106–107 also fill in pitch 
spaces while continuing to draw on different source collections.  The piccolo nearly fills 
in the chromatic space spanning C7 to F7, omitting only E7.  The second oboe covers a 
quasi-diatonic space, with all of the pitches belonging to the G diatonic collection except 
for pitch class F.  The third oboe fills in the tetrachordal chromatic space from F♯4 to A4.   
 
The interaction of octatonic, whole tone, and diatonic subsets also occurs 
                                                
36 Roeder 2006, 127. 
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harmonically.  Each simultaneity in the syncopated theme forms an octatonic, whole 
tone, or diatonic subset, shown in Example 4.5B.  Notably, the simultaneities on long 
tones that end each phrase form subsets of more than one of these collections.  The first 
held sonority, in mm. 102–103, belongs to the (026) set class, which forms a subset of 
both the whole tone and diatonic collections.  The set class consists of the three important 
members of a major-minor seventh chord.  This sonority, abundant in jazz music, 
contributes to the syncopated theme’s pseudo big-band style.  The second held sonority, 
an A major triad in m. 105, forms a subset of the diatonic and octatonic collections.  The 
A major triad supports the A-E dyad, the sonority the violins settled into at the end of LT1 
p. 1 in mm. 33–40, immediately before the woodwind choir interruption.  The held 
sonority in m. 107 belongs to the (0136) set class, which forms a subset of the diatonic 
and octatonic collections as well.  The final simultaneity of the syncopated second theme, 
an F minor triad in m. 108, also forms a subset of the diatonic and octatonic collections.  
This phrase terminating triad supports the F-C dyad, the first dyad of the introduction’s 
motto, which significantly reappeared in the lyrical theme.   
 
The presence of octatonic, whole tone, chromatic, and diatonic collections in both 
the lyrical theme and the syncopated theme does not necessarily constitute a synthesis of 
any sort.  Rather, Adès uses similar basic materials to create two drastically different 
kinds of music.  The transition’s squillando trumpets return in m. 108, effectively 
punctuating the end of the syncopated theme’s first presentation.  After the trumpet 
interjection, several variations on the short theme follow until m. 139.  The previous 
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analysis of syntheses within the lyrical theme and the scrutiny of Adès’ reimagining of 
similar basic materials to create a considerably different second theme have prepared a 
discussion of the closing section’s high intra-movement closural synthesis. 
 
A sustained forte chord in the upper woodwinds and strings in m. 140 texturally 
signals the end of the ST area and the beginning of the closing area, shown in Example 
4.6A.  The chord, a first inversion E major triad with an added ninth supports the B-F♯ 
dyad from the introduction’s motto that made several significant reappearances in the 
lyrical theme.  Adès voices the B-F♯ as a perfect fifth an octave above the dyad’s first 
appearance in the cowbells in m. 3.  This ending passage, which Adès describes as a 
“recapitulation,” contains the movement’s highest level of closural synthesis.   
 
The superimposition of the lyrical theme’s first phrase with the syncopated theme 
accounts for the most aurally perceptible synthesis in this passage.  Adès presents six 
statements of the lyrical theme in this closing section, labeled CLT1–6.  CLT1 appears in 
the brass in mm. 140–145, CLT2 in the horns in mm. 143–146, CLT3 in the first clarinet 
and bassoon in mm. 146–152, CLT4 in the second clarinet in mm. 150–154, CLT5 in the 
third clarinet in mm. 153–155, and a rhythmically compressed CLT6 in the piano and 
celeste in mm. 157–159.  Each of the statements begins with the characteristic head 
motive of a minor third leap down followed by a minor second recovery upward, except 
for the piano and celeste’s statement, which follows the same contour but with larger 
intervals.  CLT1–5 overlap one another, creating a chain of superimpositions of the lyrical 
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theme with itself.  CLT3–5 occur within the three clarinets, each playing individually.  The 
statements gradually diminish in timbral strength, moving from powerful horns and 
trombones, to horns alone, to clarinet doubled by bassoon, to clarinet alone, and finally to 
the piano and celeste’s delicate upper register. 
 
While these statements of the lyrical theme unfurl, Adès superimposes the 
syncopated theme above in the piccolos, flute, and oboes.    The syncopated theme first 
sounds recognizably in its original homorhythmic texture in m. 143, but texturally 
dissipates immediately afterward into a polyphony of six rhythmically and melodically 
unique voices.  Example 4.6A shows only the voices Adès marks solo cantabile; 
however, these voices admittedly struggle for salience within the active woodwind 
texture.  The superimposition of the lyrical theme and the syncopated theme in this 
closing passage contains a timbral weakening of the lyrical theme and a textural 
dissipation of the syncopated theme.  The interaction of the two themes seems to bring 
about an undoing of the source passages.  While the lyrical theme begins in the brass, 
Adès ultimately passes it to the solo clarinets.  The syncopated theme in this passage 
belongs primarily to the piccolos, which receive the most of the solo cantabile markings.  
The three clarinets come together in mm. 155–167 for a restatement of the introduction’s 
dyadic motto.  The piccolo and flute complete the motto’s last two dyads in mm. 167–
168.  The cooperation of these two instrument groups for the completion of the 
introduction’s dyadic motto creates a timbral resolution of the lyrical theme and 
syncopated theme’s prior superimposition.   
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 While the superimposition of the lyrical and syncopated themes accounts for the 
most perceptible formal synthesis occurring in the ending passage, closer scrutiny will 
reveal some subtler manifestations of parametric integration at work, as summarized in 
Diagram 4.2.  CLT1 in mm. 140–145 consists of a parametric integration of LT1 in mm. 
14–25, LT2 p. 1 in mm. 27–33, and LT3 p. 3 in mm. 73–74.  CLT1 in mm. 140–145 
occurs in the original register of the LT1 in mm. 14–25 in the horns and tenor trombones, 
doubled an octave below by the tuba.  The timbral association of the horns with the 
lyrical theme makes the recapitulation of this theme apparent.  The brass’s pitches in mm. 
140–145 come from LT2 p. 1 in mm. 27–33, ascending through the OCT1,2 collection, 
and then changing over to WT0 on pitch class A♭.  The horn’s CLT2 in m. 143 begins on 
pitch A4, harmonizing with CLT1’s peak pitch E5, much like the A5 harmonizes with the 
peak pitch E6 in m. 33.  CLT1 trails off with a half step descent from E5 to D♯4, much 
like the chromatic descent from LT3 p. 3 in mm. 73–74. 
 
 Following this, CLT3 in the clarinet and bassoon in mm. 146–152 consists of a 
parametric integration of LT1 p. 1 in mm. 14–17 with the second violin, oboe, and 
English horn’s statement in LT3 p. 3 in mm. 73–79.  The pitches of CLT3 in mm. 146–
152 come from mm. 14–17.  When OCT1,2 reaches the C♯ that ended the ascent in m. 17, 
the ascent continues in m. 150.  The melodic continuity switches from alternating 
semitones and whole tones in mm. 151–152 to whole tones, changing the operating 
collection from OCT1,2 to WT1 until the ascent’s terminal pitch A5.  The ascent in mm. 
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146–152 spans a perfect eleventh, the largest distance spanned in the LT area in mm. 73–
79. 
 The first phrase of the syncopated theme had a contour defined by an upper 
neighbor followed by a stepwise descent.  The contour transforms into an upward minor 
third leap followed by a stepwise descent in the solo cantabile phrases in mm. 144–147, 
mm. 148–150, m. 153, mm. 154–155, and mm. 155–156.  Adès follows each of these 
upward minor third leaps with a minor second retreat, which forms a melodic inversion 
of the lyrical theme’s head motive.  Each of these solo cantabile phrases constitutes a 
parametric integration of the lyrical theme’s head motive with the syncopated theme’s 
timbre, rhythmic profile, and melodic descent. 
 
 The piano and celeste’s compressed statement of the lyrical theme, CLT6 in mm. 
157–159, shown in Example 4.6B, forms a parametric integration of the lyrical theme 
with the syncopated theme.  CLT6 contains the lyrical theme’s melodic contour and 
melodic continuities, and an integration of the lyrical theme’s rhythmic continuity with 
the syncopated theme’s rhythmic profile.  Both voices contain the lyrical theme’s 
melodic contour of a downward leap followed by a stepwise ascent, shown in Example 
4.6B.  Every other presentation of the lyrical theme in this movement begins with a 
downward minor third leap, but here both voices begin with a larger downward leap.  The 
first few pitches of the piano’s ascent belong to OCT0,1 but then start a melodic continuity 
through the F♯ diatonic collection.  The ascent through this collection from pitch class 
A♯6 to F♯6 recalls the ascent through the same pitches an octave below in the flute and 
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clarinet in mm. 77–79.  The ascent continues through the F♯ diatonic collection until the 
terminal pitch C7.  This pitch harmonizes with the celeste’s terminal pitch F6, sounding 
the significant F-C dyad from the introduction’s motto.  The piano and double bass 
continue supporting this dyad in m. 160.  The first half of the celeste’s pitches up to and 
including B♭5 belong to OCT1,2, forming an alternating semitone and whole tone melodic 
continuity.  The second half spanning from C6 to F6 belongs to the chromatic collection 
and forms an ascending semitone continuity.  The A♭ diatonic collection mediates the 
change in melodic continuity.  The two voices in counterpoint contract from a perfect 
fifth on D5 and A5 to a major third on C6 and E6 that supports the last dyad of the 
introduction’s motto in m. 159, and expands back to a perfect fifth on F6 and C7. 
 
CLT6 begins with the rhythmic continuity of a long tone followed by a short 
anacrusis tone to the next long tone.  The long tone has diminished to an eighth note, only 
twice the length of the sixteenth anacrusis tone.  The shortening of the long tone results in 
the same two durations that are present in the syncopated theme’s rhythmic profile.  The 
removal of the long tone in mm. 158–159 leads to a rhythmic continuity of equal 
durations.  A similar process occurred in LT3’s long ascent in mm. 77–79, except in that 
passage Adès removes the anacrusis tone instead of the long tone. 
 
These subtle parametric interactions in the closing section of the movement 
support the more apparent superimposition of the lyrical theme with the syncopated 
theme.  As previously posited, the movement’s large-scale organization resembles a 
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sonata form.  Adès presents two contrasting themes stated separately, which then interact 
toward the end of the piece.  The textural superimposition of the two themes bring the 
themes together at the end of the movement in a similar fashion to the generic tonal 
resolution of a sonata, which provides harmonic unity to the two contrasting themes.  The 
synthesis process that provides closure at the end of the movement also developmentally 
generates much of the movement’s material and provides closure to lower structural 
levels within the movement, as shown in the analysis of the lyrical theme.   Thus, formal 
synthesis occurs hierarchically within this movement. 
 
Inter-Movement Synthesis in Movement 4 
 The hierarchical treatment of formal synthesis within Asyla extends to the high 
inter-movement level, such that Movement 4 draws musical sources from Movements 1–
3.  The two previous analyses of Reich’s Drumming and Bartók’s Piano Suite op. 14 also 
demonstrated high-level inter-movement level formal syntheses within their respective 
fourth movements.  Those two instances presented closural syntheses, combining source 
passages to close off each piece’s form.  Asyla contains both developmental and closural 
inter-movement syntheses.   
 
One passage provides closural synthesis for the entire piece, but developmental 
synthesis for Movement 4.  The double meaning of this passage, dependent on structural 
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level, contributes to the question of closure already surrounding the work.37  Regarding 
the last movement, Adès states: 
I wanted to aim for a musical resolution to all the questions and problems that had 
been set up by the rest of the piece.  It has a big choral effect, as an idea which as 
a chorus keeps coming back during it, often one part of the orchestra in one speed, 
and one in another speed and it will flare up, and that suddenly breaks down and 
you have a passage where everything is rushing in at you, like a black hole.  
Everything rushes in from the rest of the piece and then it has one huge statement 
of this idea: it’s as though you are released at the end.  That’s what I was aiming 
to do, anyway.38 
 
Aside from some debatable allusions to other composers and pieces and tonal 
centers, Edward Venn provides an excellent formal analysis of the fourth movement that 
aligns well with Adès’ perception of the movement’s construction.  Table 4.2 duplicates 
Venn’s formal analysis.39  Example 4.7 shows what Venn considers to be the first 
statement of the Movement 4 theme.  Although this theme has a strong self-identity, the 
heterophonic double-reed passage actually forms a parametric integration of the 
Movement 2’s upright piano and cowbell introduction, shown in Example 4.8, and the 
                                                
37 Edward Venn discusses at length the arguments for closure versus non-closure in the 
Movement 4 of Asyla.  Ultimately, he decides for a precarious balance between the two.  
Venn, 115. 
38 Gerald Fox, Thomas Adès: Music for the 21st Century, Documentary, produced by 
Gerald Fox (London: 1999) http://classical-music-online.net/en/production/39737 
(accessed Apr. 12, 2015). 
39 Venn, 106. 
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Movement 2’s molto cantabile subject, shown in Example 4.9.  The Movement 2 
introduction provides the Movement 4 theme’s melodic contour and meter, while the 
molto cantabile subject provides the Movement 4 theme’s timbre, melodic sigh figure, 
and interwoven lyrical texture.   
The Movement 4 theme in the first and third oboes begins with the same head 
motive as the top voice of the upright piano and cowbell part from Movement 2, 
descending a half step and leaping up a minor third.  Notably, this head motive 
retrogrades the head motive from Movement 1’s lyrical theme.  After the head motive, 
the Movement 2 upright piano and cowbell’s top voice, as well as the Movement 4 theme 
descend by step.  Whereas the cowbells and upright piano descend mostly through a 
semitone continuity, the fourth movement theme descends first through a diatonic 
tetrachord spanning the B-F♯ dyad, after which each voice contains more independent 
melodic motion.  Although notated in duple compound meter, the slow tempo of the 
Movement 4 theme perceptually produces a simple triple meter.  The half and quarter 
note alteration that comprises most of the Movement 4 theme derives from the cowbell 
and upright piano’s triple meter.  The similar tempos of both passages, approximately 
quarter note equals 60, strengthen this correlation. 
 
The first presentation of the Movement 4 theme in two oboes and the English 
horn recollects the timbre from the first presentation of the Movement 2’s molto 
cantabile subject in the bass oboe.  The absence of any other extended sustained, lyrical 
solo or soli passages in the double reeds within the piece bolsters this connection. Both 
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passages also contain a two-note descending sigh figure.  The molto cantabile subject 
projects this figure by placing the two note groups in different registers.  Adès indicates 
the two-note sighs in the oboe and English horn parts with slur markings.  The 
heterophonic presentation of the Movement 4 theme creates a similar wash of sustained 
interwoven lyrical voices as the canonic treatment of the molto cantabile subject in the 
second movement.  
 
While this parametric integration combines elements from only one other 
movement, Movement 2, the resulting passage’s presence in Movement 4 qualifies this 
formal synthesis as an inter-movement synthesis.  The first presentation of the fourth 
movement theme serves an expository function in the fourth movement.  The generation 
of this expository material thus forms a developmental synthesis of the source materials. 
 
Venn identifies the next section as a chromatic interlude based on the Movement 
4 theme in mm. 13–19.40  Indeed, the top voice of the upright piano consists of the head 
motive followed by a stepwise descent, shown in Example 4.10.  The upright piano, 
tuned a quarter-tone below concert pitch, possesses a distinctive timbre only utilized a 
few times throughout the piece.  Here, the upright piano plays vertical dyads and 
trichords in the mid-upper register.  The timbre, register, and texture of this passage 
strengthens the Movement 4 theme’s relationship to the upright piano’s second 
                                                
40 Ibid. 
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movement introduction.  This similarity retrospectively clarifies the previous parametric 
integration found in the first presentation of the Movement 4 theme.   
 
Venn identifies the music from rehearsal G to H as the superimposition of 
material from Movements 1–3, probably because the Movement 1 lyrical theme begins in 
the horns and trumpets two measures before rehearsal G in m. 40.41  However, the 
superimposition starts earlier, with materials from the prior movements subtly creeping 
into the music as early as rehearsal E in m. 29, shown in Example 4.11.  Here, the 
cowbells take on the upward arpeggiating texture characteristic of the Movement 1 
introductory dyadic motto.  While the pitches have changed, the cowbells’ texture and 
timbre form a strong association.  At the same time, the piano plays a repeated pianissimo 
E♭, recollecting the Movement 3’s repeated pitch motive first found in the glockenspiel 
in mm. 9–17, that Adès subsequently passes around the orchestra, including to the lowest 
register of the piano and the double basses in mm. 66–72.  The woodwinds contribute a 
third layer of activity in m. 29.  Their chromatic descent in a compound division of the 
beat forms a diminution of the triple meter descent present in the Movement 2 
introduction and the Movement 4 theme. 
 
The Movement 1 lyrical theme sounds in the horns and trumpets in mm. 40–58, 
shown in Example 4.12.  The return to the original timbre of the first presentation of the 
lyrical theme strengthens the association, though Adès’ direction that the players play as 
                                                
41 Ibid. 
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quietly as possible keeps the theme in a subliminal background.  While most of the 
presentations of the lyrical theme in the first movement begin on pitch class G, this 
Movement 4 presentation begins a whole tone lower on pitch class F, consistent with the 
entire piece’s downward linear tendencies.  The Movement 4 lyrical theme itself forms a 
parametric integration of the lyrical theme’s first and second phrases.  The presentation 
begins with the first phrase’s head motive in mm. 40–46, but then takes up the second 
phrase’s expanding compound melody in mm. 48–58.  This integration reverses the 
parametric integration of the first and second phrases in the Movement 1’s LT3 p. 3 in 
mm. 69–76, where the head motive of the second phrase gave way to the first phrase’s 
ascent. 
 
Adès superimposes the Movement 4’s presentation of the lyrical theme with a 
quasi-canonic bass drum duet.  The two bass drums play mostly durations of equal 
length, creating a polytemporal pulse that references the incessant bass drum pulse that 
drives through Movement 3 mm. 149–172.  The tin percussion also reappears from 
Movement 3 in Movement 4’s superimposition passage in mm. 42–58.  Meanwhile, the 
pizzicato upper strings take up the cowbells’ upward eighth note arpeggiation from the 
first movement’s introduction, and the cellos play pizzicato behind the bridge, a 
technique used to double the timpanist playing on the shells in the Movement 1’s 
introduction and coda and m. 84 of Movement 3.  The flutes and oboes continue playing 
similar material from mm. 29–41 during this superimposition in mm. 42–58, maintaining 
a compound division of the beat despite the notated meter.  The presence of material from 
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all of the piece’s movements makes this superimposition passage an example of high 
inter-movement synthesis. 
 
The question of whether this superimposition constitutes closural or 
developmental synthesis remains.  Paradoxically, the passage may act in both capacities, 
each on a different structural level.  Regarding the piece’s ending, Adès states, “Asyla has 
a couple of endings, some in a row, and then some on top of each other—I can’t 
remember how many.”42  Within the context of the entire piece, the superimposition of so 
many elements from prior movements toward the end of the piece almost leads to closure 
by default.  The superimposition passage makes for the last significant formal synthesis, 
ending a process that generated much of the piece on several structural levels.  However, 
the superimposition occurs after two statements of the Movement 4 theme and 
immediately before one monumental final statement.  The contrasting character of the 
superimposition to the previous and subsequent music breaches Movement 4’s 
continuity.  Within the context of the movement, the superimposition qualifies as 
developmental synthesis.  The passage does not create closure for the movement, but 
rather acts as an agent for the closure that a return to one final statement of the Movement 
4 theme promises.  Regarding this passage, Adès states, “Everything rushes in from the 
rest of the piece and then it has one huge statement of this idea: it’s as though you are 
released at the end.”43  Adès’ statement seems to agree with the designation of the 
superimposition passage as a closural agent.  The culminating statement of the Movement 
                                                
42  Adès and Service, 5. 
43 Fox, Thomas Adès: Music for the 21st Century. 
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4 theme releases the listener from the first three movements’ music, and provides closure 
through apotheosis.  Edward T. Cone defines apotheosis as “a special kind of 
recapitulation that revels unexpected harmonic richness and textural excitement in a 
theme previously presented with deliberately restricted harmonization and relatively drab 
accompaniment.”44  While the first two presentations of the Movement 4 theme have 
intriguing textures and harmony, the final fortissimo choral presentation in ten string 
voices has a comparative grandness that make Cone’s notion of apotheosis appropriate. 
 
The coda’s subsequent return to the first movement’s introductory material and 
the lyrical theme’s head motive in mm. 67–72 complicates the piece’s form and closure.  
On the one hand, this material creates a bookend with the beginning of the piece, creating 
a cyclical closure.  The succession of two types of closure supports Adès’ previously 
mentioned recognition of multiple endings.  On the other hand, the presence of earlier 
music within the cyclical closure retrospectively weakens the closure achieved through 
the apotheosis of the Movement 4 theme, which had seemed to dispel that music. 
 
In summary, the superimposition passage acts as a closural synthesis within the 
context of the entire piece.  Within the context of the movement, the superimposition 
passage acts as a closural agent, setting up a closural potential that the last presentation of 
the Movement 4 theme completes through apotheosis.  The coda’s return to Movement 
                                                
44 Edward T. Cone, Musical Form and Musical Performance (New York: W.W. Norton 
& Co., Inc., 1968), 84. 
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1’s material in mm. 67–72 provides a cyclical closure, consistent with Adès’ notion of 
multiple endings, but retrospectively weakens the Movement 4 theme’s apotheosis. 
 
Conclusion 
In a conversation with Tom Service about Wagner’s music, Adès criticizes 
Wagner for his music’s “fungal” quality, noting “his music isn’t a tree, it’s a fungus.”  
Adès then goes on to praise Janáček’s music as “organic—a flower that blooms because 
the sap of the feeling in the music is there from the very beginning and what drives 
it…”45  This conversation reveals the importance of organicism to Adès.  The foregoing 
analysis of Asyla has shown a hierarchical network of formal synthesis as a generative 
process within Adès’ music.  The analysis has shown both developmental and closural 
synthesis operating on multiple structural levels.  The lyrical first theme presents low- 
and mid-level developmental syntheses as well as low- and mid-level closural syntheses.  
The lyrical theme acts as the “sap” for the entire piece’s blooming of variations and 
reinterpretation of its materials through the process of formal synthesis.  The 
superimposition of the lyrical theme with the syncopated second theme at the end of the 
first movement provides a high intra-movement closural synthesis.  Movement 4 contains 
both high inter-movement developmental and closural syntheses.  The passage 
immediately preceding the final statement of the Movement 4 theme constitutes both a 
developmental and closural synthesis, depending on the structural perspective. 
 
                                                
45 Adès and Service, 18–19. 
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The foregoing three analyses have exemplified formal synthesis as an 
organizational principle that transcends style and genre.  Each of the pieces employs 
formal synthesis in different ways, but all utilize the principle for generative and closural 
purposes.  Further formal analysis of Bartók, Reich, and Adès’ music could seek to 
confirm or contest formal synthesis as a technique common to each composer’s output.  
Investigation of formal synthesis in other composers’ music could help define the reach 
and limits of the principle for describing form.  Formal synthesis describes only one 
broad method in which dissimilar and similar passages of music interact in post-tonal 
music.  Additional work remains to explain other approaches composers use to mediate 
dissimilar and similar music.    
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FIGURES 
Chapter 1 Figures 
 
 
 
 
 
 
Diagram 1.1: Categorization of Formal Synthesis 
 
 
1.  Formal Function: 
 
 Closural: closes preceding music 
   
Formal: develops previous music and implicates a continuation 
 
 
2.  Structural Level: 
 
 Low-level: sources from within a sub-area of movement 
 
 Mid-level: sources from within one area of movement 
 
 High-level intra-movement: sources from multiple areas of a movement 
 
 High-level inter-movement: sources from previous movement(s) 
 
3.  Method: 
 
  
 
 
 
 
 
 
Superimposition 
Parametric 
Integration 
 80 
xv 
xv xv 
 
 
 
 
 
Example 1.1: Superimposition vs. Parametric Integration 
Source Passage 1 Source Passage 2 
Example 1.1A Example 1.1B 
Superimposition: Source Passages 1 
and 2 presented simultaneously in 
unaltered state. 
Parametric Integration: Pitch and timbre 
maintained from Source Passage 1.  Rhythm 
and contour maintained from Source Passage 2.  
Example 1.1C 
This synthesis passage utilizes a method 
between strict superimposition and 
parametric integration. 
Superimposition Parametric 
 integration 
1.1A 1.1B 1.1C 
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Chapter 2 Figures
The repeating basic pattern exhibits several symmetries. 
Example 2.1: Reich, Drumming, basic pattern  
 
The second half forms a melodic inversion of the first half. 
The basic pattern exhibits retrograde symmetry about the above axes. 
The basic pattern exhibits retrograde inversion symmetry about the above axes. 
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Example 2.2C: Reich, Drumming, m. 442 
The whistler performs a resulting pattern of the Glockenspiel polyphony. 
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Glock. 
canon: 
T0,4,8 
Mba.  
canon:  
T0,4,8 
Drum  
canon:  
T0,4,8 
Resulting  
patterns 
M3 
 
M3 
 
M1 M1 M2 M2 
D3 
 
D3 
 
D2 D1 
 
D2 D1 
 
G2 
 
G3 G2 
 
G3G1 G1
Example 2.2D: Reich, Drumming, m. 593 
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Measures Canonic Texture 
1-18 T0  (unison) 
20-70 T0,10 
72-101 T0,8 
103-124 T0,8,10 
125 T0,6,8,10 
127-155 T0  (unison) 
157 T0,10 
159 T0,8 
163 T0,6,8 
165-218 (end of Part I) T0,4,8 
Table 2.1: Reich, Drumming, Part I canonic textures 
Phase shifts occur in mm. 19, 71, 102, 126, 156, 158, 162, and 164. 
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Example 2.3: Reich, Drumming, registral reduction 
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Ex. 3.1A: Movement 1, mm. 5-6 
Ex. 3.1B and 3.1C: Movement 2, mm. 35–36 and mm. 143–146 
Examples 3.1A-E: instances of (0347) in Bartók’s Suite, op. 14.  
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Ex. 3.1D: Movement 3, mm.119–125 
Ex. 3.1E: Movement 4, mm. 26–28 
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1). 
2). 
1). 
2). 
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Ex. 3.3A: Mvt. 3, mm. 42-44.  T5 - T7 chain continues 
through two more registers.  Circled pitches indicate 
invariant pitch classes. 
Ex. 3.3B: Mvt. 3, mm. 105-107.  Multiple operations that bring one member 
of (0167) to another are possible due to the set class’ inversional and 
tranpositional symmetry.  The operations most explicit in Bartók’s 
presentation are shown without parentheses.  Boxes indicate a literal 
inversional axis. 
Examples 3.3A-B: Symmetrical set class (0167) and  
        related operations in Movement 3. 
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Example 3.4: Bartók, Suite, op. 14, Movement 4, mm. 11-18.  Stratification of 
pc B♭ with E diatonic fifth descent in mm. 11-14, and stratification and double 
juxtaposition of B♭ and E objects in mm. 15-18. 
“checkerboard arrangement” 
1). 
2). 
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Movement 2, mm. 35-36, LH. 
(012) turn in upper voice. 
(016) in lower voice. 
Movement 3, mm. 9-11, RH.  (012) turn fragmented into 
chromatic upper neighbor; (016) expanded to (0167). 
Movement 4, mm. 26-29.  (012) turn divided between registers. 
(0167) contains both B♭ and E and their respective supporting fifths. 
Example 3.5: (012) and (0167) transfigurations 
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Mvt. 1, m.1.  LH  
OCT1,2 ostinato 
Mvt. 4, mm. 26-35.  Slow OCT1,2 descent in tenor voice. 
Mvt. 1, mm. 108-111, RH. Rapid WT0 ascent. 
Mvt. 4, mm. 30-35. Slow WT0 descent in bass. 
Example 3.6: OCT1,2 and WT0 descents in Mvt. 4 
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Example 4.1: Adès, Asyla, mvt. 1, mm. 1-7; introductory dyadic motto 
mm. 1-2 mm. 3-4 m. 4 mm. 4-5 m. 5 mm. 5-7 
Idealized voice-leading displayed in order to show relative parsimony in pitch-class space. 
Example 4.2A: Adès, Asyla, mvt. 1, mm. 14-25; LT1 (horn soli) 
OCT1,2 
LT1 p. 1 
LT1 p. 2 
OCT0,1 
Cadence 
Cadence 
Pitch collections, phrasing, and cadences.  The circled notes indicate pitches 
that do not belong to the operating pitch collection. 
Chapter 4 Figures 
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c 
  
 
 
 
 
 
 
 
 
 
 
 
 
 
Phrase 2 
Example 4.2C: Adès, Asyla, mvt. 1, mm. 20-23; voice leading of horn soli’s  
              compound melody 
+1 +2 +1 
-2 -1 
The lower voice’s octatonic descent inverts the upper voice’s octatonic ascent. 
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Example 4.2E: Long-tone durational analysis of Adès, Asyla, mvt. 1, mm. 14-25; LT1 
C 
 
 
 
 
 
 
 
 
 
 
 
Example 4.2D: Harmonic reduction of imitative horn duet in Adès, Asyla, mvt. 1, mm. 23-
24.  Idealized voice-leading displayed to show parsimony in pitch-class space.  The numbers 
indicate the number of semitonal displacements from one chord to the next. The last two 
chords reverse the order of the opening dyadic motto. 
B-F♯ F-C 
F-C B-F♯ etc. 
Introduction’s dyadic 
motto, mm. 1-4 
C 
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Example 4.3A: Adès, Asyla, mvt. 1, mm. 27-48; LT2 
Example 4.3B: Adès, Asyla, mvt. 1, mm. 44-48; horn soli voice-leading 
Continues in 
viola, doubled 
two octaves 
above in 
violins. 
The descending 5-line spans the 
B-F♯ dyad. 
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Diagram 4.1 Source Passage / Synthesis Passage Network for Adès, Asyla, 
mvt. 1, LT Area (mm. 14-81)  
LT2 WW Choir mm. 43-45 
Low-level dev. synth.; superimposition  
SP1*: head motive of LT1 p. 1 (mm. 14-15)  
SP2: outer voices of LT2 woodwind choir (mm. 41-43). 
 
LT2 woodwind choir (mm. 41-48): 
Mid-level dev. synth.; parametric integration  
SP1: melodic and durational continuities of LT1 p. 1 (mm. 14-18)  
SP2: timbre and texture of syncopated theme (mm. 102-140).   
Unusual order:  SP1 – Synth. Passage – SP2 
 
LT3 oboe imitative duet (mm. 65-69):  
Low-level dev. synth.: parametric integration 
SP1: texture of LT1 p. 2 (mm. 22-23) 
SP2: descending melodic continuities in multiple voices, LT2 woodwind choir (mm. 41-48) 
 
LT2 p. 2 (mm. 44-48): 
Mid-level dev. synth.; superimposition 
SP1: LT1 p. 2 (mm. 19-25) 
SP2: LT2 woodwind choir (mm. 41-43) 
 
LT3 p. 3 (mm. 69-81) 
Mid-level clorual synth.; parametric integration 
SP1: head motive and register of LT1 p. 2.  Expansion of horn soli’s imitation into canon 
SP2: head motive, durational and ascending melodic continuity, and register of LT1 p. 1 
SP3: ascent contains exact pitches with terminal pitch harmonized the same way as LT2 p. 1 (mm. 27-33) 
SP4: descending melodic continuity (in viola, mm. 75-79) of LT2 woodwind choir (mm. 41-48). Spans a 
         diminished fifth through a diatonic subset, recalling the 5-line of LT2 p. 2 (mm. 44-48). 
 
*SP abbreviates Source Passage 
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Example 4.4A: Adès, Asyla, mvt. 1, mm. 52-81; third presentation of lyrical theme 
Rhythm simplified for chords in  
mm. 80-81 for visual clarity. 
(013) 
(013) (013) 
C diatonic 
Phrase 2 becomes Phrase 1 
different 
Imitative duet extended 
B-F♯ supported 
chord 
F-C supported 
chord 
 
LT3 p. 2 
LT3 p. 3 
LT3 p. 1 
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Example 4.4B: Adès, Asyla, mvt. 1, mm. 52-81; oboe imitative duet voice 
leading reduction 
Each voice has a unique descending melodic continuity.  The asterisks denote 
the arpeggiated dyad that sounds in both oboes. 
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 Pitch Long tone Anacrusis tone 
mm. 73-74 A4 2  
 F♯4  .5 
 G♯4 1.75  
m. 75 A4  .5 
 B4 1.92  
 C♯5  .67 
mm. 75-76 D5 2  
 E5  .67 
mm. 76-77 F5 2.67  
mm. 77-78 G5 2.83  
mm. 78-79 A5 3  
mm. 79-80 pc B 6.5  
 
Table 4.1: Adès, Asyla, mvt. 1, mm. 73-80; durational deceleration in long 
ascending 
      melodic line. 
Example 4.4C Adès, Asyla, mvt. 1, mm. 68-69 and mm. 74-76 head motives. 
mm. 68-69: vla., fl., cl. 
mm. 74-76: fl., cl. 
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Example 4.5A: Adès, Asyla, mvt. 1, mm. 102-109; syncopated theme melodic 
analysis. 
 
Octatonic, whole-tone, chromatic, and diatonic collections interact melodically 
within the syncopated second theme. 
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Example 4.5B: Adès, Asyla, mvt. 1, mm. 102-109; syncopated theme 
  harmonic analysis. 
 
D = Diatonic  O = Octatonic WT =  Whole tone X = not D, O, or WT 
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Example 4.6A 
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CLT1 (Brass) mm. 140-144 
SP1*: register and timbre of first presentation, first phrase (mm. 14-18) 
SP2: exact pitches of LT2 p. 1 (mm. 27-33) 
SP3: chromatic descent after peak of LT3 p. 3  
        (mm.73-75) 
 
CLT3 (Cl. and bsn.) mm. 146-152 
SP1: octatonic ascent from LT1 p. 1 (mm. 14-18) 
SP2: ascent spans perfect eleventh of LT3 p. 3 (mm. 73-79) 
 
Solo cantabile phrases mm. mm. 144-147, mm. 148-150, m. 153, mm. 154-155, and mm. 155-156 
SP1: LT1 p. 1 head motive inverted 
SP2: ST timbre, rhythmic profile, melodic descent 
 
CLT6 (Piano and celeste) mm. 157-159 
SP1: LT melodic contour and melodic continuities. 
SP2: ST eighth note and sixteenth note durations 
 
*SP abbreviates Source Passage 
 
CLT1 (brass) 
 mm. 140-144 
LT1 p. 1 
mm. 14-18 
LT2 p. 1 
mm. 27-33 
LT3 p. 3 
mm. 73-79 
Syncopated  
Theme 
CLT3 (cl. and bsn.) 
mm. 146-152 
Solo cantabile 
phrases 
CLT6 (Pno. and  
celeste) 
 mm. 157-159 
Diagram 4.2: Parametric integrations in Asyla, Mvt. 1 closing area (mm. 140-165) 
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Rehearsal  Thematic Content Tonal Center 
 Allusions to both Bartók’s Bluebeard’s Castle and 
theme 
A minor 
A First statement of theme A minor 
B Chromatic interlude (tuned percussion and 
keyboards) based on theme 
C minor 
C Second statement of theme E minor 
D Further allusion to Bluebeard’s Castle F♯ minor 
E-F Embellished chromatic descent in woodwind A♭ major 
G-H ‘Everything rushing in’: superimposition of material 
from movements I-III 
G/D♭ major 
I Third statement of theme; allusion to Mahler’s Third 
Symphony 
E♭ minor 
J Coda; allusions to opening bars of first movement G minor 
Example 4.7: Adès, Asyla, mvt. 4, mm. 9-13; first presentation of Mvt. 4 theme 
Table 4.2: Edward Venn’s form summary for Asyla, Movement 4 
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Example 4.8: Adès, Asyla, mvt. 2, mm. 2-10; cowbell and upright piano introduction 
Example 4.9: Adès, Asyla, mvt. 2, mm. 11-19; molto cantabile subject 
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Example 4.10: Adès, Asyla, mvt. 4, mm. 13-23; upright piano interlude 
head motive stepwise descent 
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Example 4.11: Adès, Asyla, mvt. 4, mm. 29-33 reduction.   
This passage superimposes materials from prior movements.  The flutes’ 
chromatic descent in triple meter comes from the second movement; the 
ascending cowbell arpeggiation comes from the first movement; and the 
repeated pitch motive comes from the third movement.  A similar texture 
and orchestration continues until m. 42. 
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Example 4.12: Adès, Asyla, mvt. 4, mm. 40-58 reduction.   
Mvt. 1: LT 
 
Mvt. 3: tin perc. and 
bass drum pulse  
Mvt. 1: Intro. upward 
arpeggiation  
Mvt. 1: Intro. and coda 
cello timbre 
 
Compound melody (LT p. 1 becomes p. 2) 
Mvt. 2 and 4: triplet meter 
and chrom. descents 
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